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P a r ti

Essentials o f the Theory o f Literature and Linguo-stylistics

Section I

LANGUAGE AS THE MEDIUM OF LITERATURE  

Introduction

It is a w ell-know n fact, th a t  the  reader's apprecia tion  o f  the bo o k  d e­
pends upon his personal experience. A  literary  w ork th a t represents the  ep ­
och and social/cu ltu ra l se ttings fam iliar to  the reader will, no  d oub t, be m ore 
p ro found ly  perceived by h im  th a n  th a t o f  an entirely alien setting.

T he reader's app rec ia tion  o f  the  literary  w ork  also depends u p o n  his age 
an d  education , as well as u p o n  his intellectual and em otional im pression­
ability , the inna te  ab ility  to  share  in  the a ttitu d e  o f  others. T he gift o f  a p p re ­
ciation  develops w hen on e  gains experience in reading.

B ut he w ho has, besides, som e know ledge o f  the verbal a r t  law s will 
m ore subtly  perceive the  poetic  con ten t th an  one who lacks such know ledge.

A ny w ork  o f  im ag inative  lite ra tu re  irrespective o f its genre (poem , sh o rt 
story, novel, etc.), o r  its lite rary  trend  (realistic, naturalistic, ro m an tic , etc.) 
is a un ique an d  com plete w orld , created by the au th o r in precisely the  w ay 
his im ag ina tion  has urged  h im  to  create. T hough it is b u t a p ro d u c t o f  the  
au tho r's  im ag ina tion , it is alw ays based upon  objective reality , fo r the re  is no 
source th a t feeds one's im ag in a tio n  o ther than  objective reality.

A  literary w ork is thus a fragment o f objective reality arranged in accor­
dance with the vision o f  the author and permeated by his idea o f the world.

The Reality —  the Image —  the Author 
Relationship

Both science and the arts aim at cognizing and interpreting the world we live 
in. But in contrast to science where the means o f cognition is an inductive and a 
deductive analysis, the means o f  cognition in literature and the other arts is a re­
creation o f objective reality in the form o f images drawn from reality itself. Stated 
in general terms, the relation between reality and literature is essentially that o f an 
object and its image.

An image is always similar to its object, as, for example, a painted portrait 
o f  a person is similar to the person himself. The similarity between an object and 
its image is conditioned by the fact that the latter is a representation o f  the former.
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It is implied in the word "image” itself which is defined in the dictionary as "a 
likeness o f  a person, animal or object". The similarity between an object and its 
image may be barely traceable, but there will be a similarity. A picture (or a por­
trait) is always that o f  an object (a tree, a human being, an animal and the like).

The similarity between an object and its image may be great, nonetheless it 
will remain a similarity (a likeness) and never become an identity, for an object 
cannot be at the same time its own image. The two are different categories, the 
former being reality itself, the latter a representation o f  reality. Thus, a portrait is 
always a representation o f  a certain person, never the person himself. Turning 
now to the literary work, we may say that, regarded in terms o f an object-image 
relationship, it is always a representation o f a life situation, whose image it is. In 
other w ords, the literary work in its re-creation o f  life gives images which are 
similar to but not identical with life.

I f  an  im age is n o t an  identity  o f  the object it represents, then  the im age 
con tains w ith in  itse lf n o t only features sim ilar to  the ob ject b u t also  features 
d issim ilar to  it, fo r  th e  presence o f  the  sim ilar p resupposes th e  presence o f  
the  d issim ilar —  the  tw o constitu ting  a dialectical w hole. T he sim ilarity  o f  
an im age to  its ob ject is conditioned by the object-im age rela tionsh ip . T h a t 
w hich is d issim ilar to  the  object is conditioned by an o th er factor.

An image is always somebody's creation, i. e. an image has not only its ob­
ject but also its creator, the author. It implies that:

Firstly. A n author, in setting out to re-create a fragment o f reality, re-creates 
those features o f  it which, to him, seem to be most essential. In doing this he is 
guided by his own consciousness, his vision of the world (as well as by the laws 
o f verbal art representation). He makes a selection o f the features to be repre­
sented in the image o f  the re-created reality, which alone makes the image dis­
similar to the object (reality).

In the second place. The object, i. e. reality, is neutral to the observer; the 
image o f  reality created by the author is not. For through such an image, the 
author expresses his vision o f  the world, his attitude towards the world. Thus, in 
any image o f  reality (in a literary work), there are always present, side by side 
with objective features, subjective ones as well. The subjective is the organizing 
axis o f  the literary work, for, in expressing his vision o f the world, the author rep­
resents reality in the way that he considers to be most fitting. That emerges as a 
result o f  such a representation is a world in itself, an imagined world, based, 
however, on what the author has perceived and imbibed from objective reality'.
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The Author —  the Literary W ork—  the Reader 
Relationship

Literature is a medium for transmitting aesthetic information. To be opera­
tive, it must, like any other kind o f communication, involve not only the addresser 
(the author) but also the addressee (the reader). Indeed, a literary w ork is always 
w ritten for an audience, whether the author admits it or not. When an author sets 
out to write, he is urged on by a desire to impart his vision o f  the world, his atti­
tude tow ards it, to someone, i. e. to an addressee (a reader). His attitude may be 
quite obviously expressed, or, on the contrary, be presented in a non-committal, 
seemingly impersonal way. An author may have, each time, a particular kind o f 
reader in mind. But he will always write for a  reader whom he expects to share 
his attitude, imbibe it and adopt it as his own. A  truly talented w ork o f imagina­
tive literature always affects the reader, reaches his intellect and emotions, in a 
way molding both. In this lies the social import o f  the literary work, its educa­
tional value. The more talented the work, the greater is its appeal and, as a result, 
the greater is its social and educational value and significance. The w orks o f 
Pushkin, Tolstoi, Chekhov, Dickens, Twain, Hemingway and others prove the 
truth o f  this statement.

Thus, the literary w ork is an act o f communication o f the author with the 
reader. But the existence o f the relationship: the author —  the literary w ork —  
the reader should not automatically give grounds for an assumption that what the 
author has conveyed in the work passes on to the reader naturally and easily. In 
other w ords, the reading o f the work does not necessarily result in the reader's di­
rect perception o f what the author has conveyed.

The complexity o f the literary work, since it is an involved interrelation o f 
the objective and the subjective, the real and the imagined, the direct and the im­
plied, makes the perception of it a creative effort. He, who penetrates into the 
subtleties o f  the literary work, is sharing the author's aesthetic world. He becomes 
a sort o f  a co-creator, a fact, which alone makes reading an aesthetic pleasure. 
While, on the other hand, one who does not see the involved nature o f the literary 
work tends to oversimplify it. It is oversimplification when one sees only the 
surface (plot) level o f the book, the literary characters and conflicts as life indi­
viduals engaged in life conflicts. Needless it is to point out that in the latter case 
the reader has not profited by the book as he otherwise might.
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Each art has its own medium, i.e. its own material substance. Colours are 
the material substance o f painting, sounds —  the material substance o f  music. It 
is language that is the material substance o f literature. Each art and its material 
substance constitute a unity o f  content and form; indeed, the material substance is 
inseparable from its content. This statement can be proved by the fact that no art 
is adequately translatable into another. A  symphony cannot be adequately ren­
dered into a piece o f  sculpture, a piece o f  sculpture —  into a literary work, etc.

Each kind o f  art presupposes its own material substance, so that one and the 
same theme can constitute different aesthetic realities when rendered in colours, 
sounds, stone, or words.

This radical "otherness" of language as compared to colours, sounds, stone, etc. 
manifests itself both in its art function (i.e. in imaginative literature) and in life in general.

Language is capable o f  transmitting practically any kind o f information. It 
has names for all things, phenomena and relations o f objective reality. It is so 
close to life that an illusion o f  their almost complete identity is created, for man 
lives, works and thinks in tire medium o f language; his behaviour finds an impor­
tant means o f expression primarily in language.

Further, language bears within itself national idiosyncrasies generally known 
as idiomaticity. These idiosyncrasies are clearly recognizable when one language 
is compared with another, or when a person speaks a tongue foreign to him. So 
indivisible is one's native language from one's nationality (here we have in view 
the case when one speaks his native tongue from childhood on into maturity) that 
when a person speaks a language foreign to him, though as well-mastered as it 
can be, his own nationality, nevertheless, can be clearly identified.

Language is constantly changing. Changes in language are brought about by 
external, i.e. social causes (for language develops simultaneously with the culture 
o f  the people that speaks it) as well as by internal causes. The results o f all these 
changes remain in the language. (Consider, for example, the division o f  words 
and the meanings o f  words into present, obsolete and archaic.)

None o f those features pertain to the material substance o f other arts. They 
are peculiar to language alone.

M eanings o f Linguistic Units

a) Denotative meaning of the word. An act o f verbal communication be­
tween the speaker and the hearer is made possible primarily due to the fact that 
units o f communication (i.e. words) are referable to extralinguistic situations, 
things meant. The word denotes a concrete thing as well as a concept o f  a thing, 
the w ord has a denotative meaning. Thus, the word blue denotes an object that is

Language, the Medium of Literature
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blue (a blue dress) and the respective concept: something blue or blueness. The 
word table denotes any object that is a table; it is the name o f a whole class o f  
objects that are tables.

An isolated word table denotes the concept o f  the thing that is a table. The 
word table within a certain context denotes a definite thing, i. e. has a definite 
meaning (He bought a deal table). The property o f  the word enabling it to denote 
a concrete thing as well as a generalized concept o f  a thing is an objective feature 
which has been worked out in the course o f a people's history. The knowledge o f 
the word-denotation is shared by all those who speak in the given language and 
this is what makes communication possible. Denotative meaning is thus the 
loading task o f  any notional word.

b) Connotative meaning o f the word. The word besides denoting a con­
crete thing, action, or concept, may also carry a connotation, an overtone. These 
overtones or connotations vary in character.

The list and specification o f  connotational meanings varies with different 
linguistic schools and individual scholars and includes such entries as pragm atic  
(directed at the perlocutionary effect o f utterance), associative (connected, 
through individual psychological or linguistic associations, with related and non­
related notions), ideological, or conceptual (revealing political, social, ideologi­
cal references o f the user), evaluative (stating the value of the indicated notion), 
emotive (revealing the emotional layer o f cognition and perception), expressive 
(aiming at creating the image o f  the object in question), stylistic (indicating ‘the 
register’, or the situation o f the communication).

The above-mentioned meanings are classified as connotational not only be­
cause they supply additional (and not the logical/denotational) information, but 
also because, for the most part, they are observed not all at once and not in all 
words either. Some o f them are more important for the act o f communication than 
the others. Very often they overlap. So, all words possessing an emotive m eaning 
are also evaluative (e.g. ‘rascal’, ‘ducky’), though this rule is not reversed, as we 
can find non-emotive, intellectual evaluation (e.g. ‘good’, ‘bad’). Also, all em o­
tive words (or practically all, for that matter) are also expressive, while there are 
hundreds o f expressive words which cannot be treated as emotive (take, for ex­
ample the so-called expressive verbs, which not only denote some action or proc­
ess but also create their image, as in ‘to gulp’ = to swallow in big lumps, in a 
hurry; or ‘to sprint’ = to run fast).

The number, importance and the overlappmg character o f connotational 
meanings incorporated into the semantic structure of a word, are brought forth by 
the context, i.e. a concrete speech act that identifies and actualizes each one. 
M ore than that: each context does not only specify the existing semantic (both 
denotational and connotational) possibilities o f a word, but also is capable o f 
adding new ones, or deviating rather considerably from what is registered in the 
dictionary.



Connotation in the W ord’s Dictionary 
Meaning

An em otive component of meaning may have linguistic expression with 
the help o f  suffixes; for example, the suffix ie/y in such words, as birdie, or 
Freddy serves to express the diminutive/the hypocoristic. The emotive component 
o f  meaning may have no specific linguistic form but be contained in the concept 
the given w ord denotes, as for example, in the words horrid, terrifying, lovely, 
etc. There are w ords o f purely emotive meaning. These are interjections which 
differ from w ords with denotative meanings (i.e. notional words) by their peculiar 
sound pattern: oh, ouch, alas, hm, etc. They also differ by their syntactic role in 
an utterance: they are not components but equivalents o f  sentences.

Stylistic reference. Verbal communication takes place in different spheres 
o f  human activity, such as everyday life, business, science, etc. Each o f  these 
spheres has a peculiar mode o f  linguistic expression which, is generally known as 
a functional style. W ords that are preferably used in one functional style are said 
to have a stylistic reference conditioned by the respective sphere.

The overtone o f  stylistic reference is always present in the w ord alongside 
its denotative meaning. This can well be illustrated by sets o f  words with similar 
denotative meanings: get — obtain — procure; dismiss — discharge — sack; 
fo llow  — pursue  — go after. W ords may be grouped together on the basis of 
their common stylistic reference. Consider, for example, the following groups o f 
words:

inquire ask
obtain get
proceed  go  
pursue run after
seek look fo r

Each o f  these two groups represents a different stylistic layer: the first group
contains w ords o f  a literary-bookish layer, the second —  stylistically neutral
words.

W hile speaking about stylistic reference, the following factor should be em­
phasized: stylistic reference can be recognized only when there is some common 
element to refer to. This common element is the similarity o f denotation, or, in 
other words, synonymity o f  words. Where there is just one word to denote a cer­
tain concept or object o f  reality there would be no question o f  stylistic reference. 
Thus, the m ajor dichotomy is to be found between stylistically neutral vs. stylisti­
cally m arked words.

Subdivisions within the class o f stylistically marked words are numerous. 
But the main opposition lies between words o f literary stylistic layer (words o f
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Standard English) and those of non-literary stylistic layer (words o f  Sub- 
Standard English).

W ords o f literary stylistic layer (Standard English). They are in their turn 
divided into literary-colloquial and literary-bookish.

Literary-colloquial are words denoting everyday concepts, they constitute 
the core o f  the wordstock (see, come, home, right).

Literary-bookish include:
a) Terms, subdivided into: 1) popular terms o f  some special spheres o f hu­

man knowledge known to the public at large (typhoid, pneumonia); 2) term s used 
exclusively within a profession (phoneme, micro-linguistics);

b) Poeticisms, words used exclusively in poetry and the like. M any o f these 
words are archaic or obsolete, such as whilome (sometimes), aught (anything), ne 
(no, not), haply (may be); for ay (for ever), I ween (I suppose), he kens (he 
knows); childe (a nobleman's son);

c) Foreign words and barbarisms (bon mot, neglige, au revoir; ad absur- 
dum, Bundeswehr). A distinction is made between the two. Barbarisms are con­
sidered to be part o f the vocabulary o f  the given language constituting its periph­
eral layer. They are usually registered in dictionaries (a propos, vis-a-vis, etc.) 
while foreign w ords are, as a rule, not found in dictionaries. In literature barba­
risms are generally used to lend local colour: pied-a-terre (a small flat), croissants 
(breakfast, bread), etc. But it would also be true to say that no straight line o f  de­
marcation can be drawn between the two groups.

W ords o f non-literary stylistic layer (Sub-Standard English). This layer 
also includes several subgroups:

a) Colloquialisms. W ords that occupy an intermediate position between lit­
erary and non-literary stylistic layers and are used in conversational type o f eve­
ryday speech, (awfully sorty, a pretty little thing, etc.)

b) Slangisms. Words that have originated in everyday speech and exist on 
the periphery o f the lexical system o f the given language: go crackers (go mad); 
garr (god); belt up (keep silence); big-head (a boaster);

c) Professionalisms. W ords characteristic o f the conversational variant o f 
professional speech. Contrary to terms, professionalisms are the result o f  me­
tonymic or metaphoric transference o f some everyday words: bull (one who buys 
shares at the stock-exchange); bear (one who sells shares); sparks (a radio­
operator); tin-hat (helmet), etc.

d) Vulgarisms. Rude words or expressions used mostly in the speech o f  the 
uncultured and the uneducated, e. g. missus (wife), son o f a bitch (a bad person), 
etc.

The border-line between colloquialisms, slangisms and vulgarisms is often 
hard to draw for there are hardly any linguistic criteria o f discrimination. This ex­
plains why one finds so many discrepancies in how these stylistic subgroups are 
labelled in various dictionaries.
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Two more subgroups o f  the non-literary stylistic layer should be men­
tioned.

e) Jargonisms (cantisms). Words used within certain social and profes­
sional groups.

f) Regional dialectisms. W ords and expressions used by peasants and oth­
ers in certain regions o f the country: baccy (tobacco), unbeknown (unknown), 
winder (window), etc.

Stylistic reference and emotive charge are inherent connotative features o f 
lexical units. They should not be confused with those connotative effects which 
practically any word may acquire in speech (text).

It should also be mentioned here, that the word "connotation" is applicable 
not only to words. Elements smaller than words, such as certain speech sound 
clusters may also be carriers o f some implied (indirectly expressed) idea or atti­
tude.

Denotation and Connotation in Imaginative Literature

A linguistic element is ambiguous within the text o f imaginative literature. It 
is ambiguous in that it occurs in two types o f contexts at once. It occurs in a lin­
guistic context, i.e. in a certain sequence o f words which condition, first and 
foremost, the realization o f its denotative meaning; and, then, it occurs in an aes­
thetic context, i.e. in the context o f  the given literary work which conditions the 
realization o f  its connotative meaning. Thus, the verb to rob within the following 
w ord sequence "Mrs. John D ashwood d id  not approve o f  what her husband in­
tended to do fo r  his sisters. To take three thousand pounds fro m  the fo rtu n e  o f  
their dear little boy would be impoverishing him to the most dreadful degree... 
How could he answer it to h im self to rob his child , and his only child  too, o f  so 
large a sum?", taken as a  mere linguistic context, has the denotative meaning o f 
"to deprive a person o f  what is due to him". But the verb to rob acquires a spe­
cific connotation when we view the above-cited word sequence within the aes­
thetic reality o f Jane Austen's "Sense and Sensibility" from which it is taken. The 
author's attitude o f  ridicule and disapproval o f Mrs. John Dashwood imbues the 
verb rob w ith the connotation o f irony if not that o f  sarcasm. The example, short 
as it is, may nevertheless illustrate the fact that the involved nature o f the phe­
nomenon called literary work manifests itself in an involved interplay o f  denota­
tive and connotative meanings within the linguistic unit.

The function o f  connotation in creative literature can be illustrated by a 
paraphrase. The paraphrase may closely reproduce the denotations contained in 
the original —  it means the same. But the emotive qualities supplied by words o f 
the original in their specific combination completely evaporate. Take this from 
Shelley: "My soul is an enchanted Boat". The paraphrase: "My inner s e l f  resem ­
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bles a vessel under a  spell" does not possess in the least the cormotative qualities 
o f  the original.

Generally speaking, the obvious plane o f  the literary work (its theme and its 
plot) is usually expressed in w ord denotations, while the implied plane (the 
author's attitude, the author's message) are found in word connotations.

Connotations materialize in linguistic elements o f different layers: phonetic 
(speech-sound clusters), grammatical (grammar categories, grammar construc­
tions) and lexical (polysemantic lexemes, etc.). As a rule, all these elements inter­
act in the text.

Connotative Function o f Speech-Sound Clusters

Connotativeness o f speech-sound clusters manifests itself in all genres o f 
imaginative literature. But it is in poetry that its manifestation is especially palpa­
ble,

A superaverage accumulation o f  a certain class o f phonemes or a contrastive 
assemblage o f  two opposite classes in the sound texture o f  a line or stanza may 
create a certain undercurrent o f  meaning, such as, for instance, a sound image o f 
running w ater in "The Brook", by Tennyson.

I  come fro m  haunts o f  coot and  hern,
I  make a sudden sally,
A n d  sparkle out among the fern ,
To bicker down a valley.

By thirty hills 1 hurry down,
O r slip between the ridges,
By twenty thorps, a little town,
A n d  h a lf  a hundred bridges.

Till last by Philip's farm  I  flow  
To jo in  the brimming river,
For men may come and men may go  
But I  go  on fo r  ever...

I  chatter over stony ways,
In little sharps and trebles,
I  bubble into eddying bays,
I  babble on the pebbles.

In this and other poems o f the kind (such as "The Bells" by E.A.Poe, 
R.Southey's "How Does the W ater Come Down at Lodore", and others) words
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are almost unperceived as carriers o f certain denotations; they seem to be dis­
sected and put together anew to express a desired meaning (B.Eichenbaum). The 
last stanza o f the cited poem with its superaverage accumulation o f  [t], [bl], [pb] 
phoneme clusters is quite expressive in this respect.

Sound connotations are, no doubt, more palpable in poetry due to the role 
that rhythm (the regular recurrence o f accented syllables) plays in it.

But in narrative prose, too, recurrent sound-clusters may create an undercur­
rent meaning.

Take, for instance, the introductory passage to E. Caldwell's "W ild Flow­
ers".

"The m ockingbird that had  perched on the ro o f top all night, fillin g  the 
clear cool air with its music, had  flow n away when the sun rose. There was si­
lence as deep and  m ysterious as the fla t  sandy country that extended mile after 
mile in every direction. Yesterday's shadows on the white sand  began to reas­
semble under the trees and  around the fen ce  posts, spreading on the ground  the 
lacy fo liage o f  the branches and the fu zzy  slabs o f  the wooden fence".

A superaverage assemblage o f the recurrent [f], [1], [m], [n] (filling, clear, 
cool, flow n, mile, fo liage, fence, etc.) contrasted to the [s], [t], [d], [p] (top, deep, 
mysterious, extended, direction, reassemble, post, spreading) seem  to cut 
through the words, rearranging them into new units. These and the palpably 
measured rhythm they create are suggestive of the passage's atmosphere: a myste­
rious hush descended, with the rising o f the sun, upon the great vastness o f  the 
flat, sandy country.

The sound form o f literary characters may also be suggestive (Gogol's Ak- 
kakii Akkakievich, or Dickens' Mr. Pickwick).

In short, the latent connotative potentialities o f speech-sound clusters are 
widely exploited not only in poetry, but in prose as well.

Connotative Function of Grammar Categories

In a literary text grammar forms and categories, let alone grammar construc­
tions, can be imbued w ith very subtle poetic implications.

Poetic resources concealed in grammar are great indeed. And truly talented 
writers know how to put them to use. Thus, W. Scott, a great m aster o f the so- 
called imitation style, by the employment o f obsolete forms o f personal pronouns 
and obsolete inflections o f  verbs, as well as specific syntactic constructions has 
managed to convey the flavour o f the epoch he writes about. Consider, for in­
stance, the following extract from the novel "Castle Dangerous" which tells o f the 
times o f  Robert Bruce, the brave fighter for Scotland's independence.

"I advise thee,' sa id  the minstrel, fo r  thine own sake. S ir John de Walton do 
beware how thou dost insist on thy present purpose, by which thou th yse lf alone,
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o f  all men living, will most severely suffer. I f  thou harmest a hair o f  that young  
man's head, — nay, i f  thou perm ittest him to undergo any privation which it is in 
thy pow er to prevent, thou wilt, in doing so, prepare fo r  thine own suffering a 
degree o f  agony more acute than anything else in this mortal world could cause 
thee ."

Connotative Function of W ord Stylistic Reference

W ithin a literaiy text the word, as a carrier of a certain stylistic reference, 
m ay acquire a variety o f connotative effects. Thus, for instance, a bias towards a 
certain stylistic reference may suggest the character's social, educational, cultural, 
professional, territorial, etc. background.

Speech characterization may be direct, this occurs when the author makes 
the personage speak for himself, as, in the following from E. Caldwell's story 
"The Corduroy Pants":

'"How be you, A be? ' he inquired cautiously.
'Hell, I'm  always well,' A be said, without looking up from  the step ...
‘I'm  m ighty much obliged fo r  the ride,' he said. 7  been wanting to take a 

trip over Skowhegcm way fo r  a yea r or m ore.'"
Or this from J. Galsworthy's "To Let":
"'Epatant!' ... The other boyish voice replied: 'M issed it, o ld  bean; he's 

pu lling  yo u r leg. When Jove and  Juno created he them, he was saying: "I'll see  
how much these foo ls  will swallow. And they've lapped up the lot!"' 'You young  
duffer! Vospovitch is an innovator. Don't you see that he's brought satire into 
sculpture? The fu tu re  o f  plastic art, o f  music, painting and even architecture, 
has set in sa tire ! ...'"

In the first o f the quoted examples the dialectal "How be you", "I been 
wanting", the vulgar "hell", the slangy "mighty much" characterize the speakers 
as uncultured and uneducated. The second example presents a more involved 
case o f  speech characterization. A combination of the slangy "missed it", "old 
bean", "young duffer" with the barbarism "epatant" and the literary-bookish 
"innovator", "brought satire into sculpture", etc. is suggestive o f  the speakers' so­
cial status as well as o f then state o f mind. The attentive reader will see by these 
shifts that the slanginess o f the speakers is not that o f the uneducated and the un­
cultured, that it is all assumed and that its crudeness is intentional. These features, 
in their own way, suggest an image o f the English post-war, middle-class genera­
tion.

D irect speech characterization in which words o f different stylistic layers 
co-occur is often a means o f creating humorous effects. In R. Kipling's "Just So 
Stories" the elephant's child, along with nursery forms o f  everyday words, uses 
very learned w ords which are often out o f place. "'Scuse me (excuse me), but
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have you seen such a thing as Crocodile in these promiscuous parts?'" The dic­
tionary meaning o f the word promiscuous is "disorderly, contused", but to the 
elephant's child, it m ay possibly mean "in this vicinity" on the sound association 
with proximate, vicinity.

Speech characterization may be indirect (reported). This is when the words, 
which definitely bear an imprint o f  the character's manner o f  speaking, occur 
within the author's narration. For instance, in G. Greene's story "Special Duties" 
the author's narration is permeated with words and phrases whose ponderous lit­
erary-bookish tint betray them as belonging to the protagonist, Mr. Ferraro: 
"dreary banners", "dubious girls", "inefficiently clothed", "the warmth o f  the day 
caused her to appear...", etc. The stylistic tint o f these w ords coincides with that 
o f M r. Ferraro's direct speech (cf. "My only point o f superstition"; "It has no ba­
sis, o f  course, in the teaching o f  the Church"; "We are taught... to pay first atten­
tion to our own souls"; etc.) and harmonizes with the image o f this impregnably 
self-contained businessman.

A  bias in stylistic reference can be a means o f epoch characterization. The 
author then writes in the style o f another period using obsolete or archaic words 
and constructions. True, to write completely in the idiom o f old times is both dif­
ficult and risky: the author must be absolutely sure of the correct usage o f words 
and constructions. He m ust also regard the reader for whom an exactly repro­
duced language o f  the past may prove tiresome and difficult to follow.

M uch more impressive is the so-called imitation style based on a sparing use 
o f  obsolete and archaic words and constructions and the avoidance o f  anything 
obviously modem.

A  bias in stylistic reference can be a means o f rendering local colour. Thus, 
French w ords used in G. Greene's "The Quiet American" render something o f the 
Saigon atmosphere, the then capital o f France's colony, e. g. "It was the Saigon 
pied-a-terre (a flat) o f  a rubber planter". "The hot wet crachin (rain) had settled 
on the north". "How much you pride yourself on being degage (uninvolved)". 
"There w as a big m an who I think was a hotelier (a hotelkeeper) from Pnom 
Penh".

W hat w e have mentioned above are just some o f the numerous effects which 
the category o f stylistic reference may convey. Here is one other connotation: a 
bias in the stylistic reference o f the word-choice can suggest the image o f  the 
author himself. Take Hemingway. The words this author chooses to convey his 
m essage in are for the most part common Anglo-Saxon words.

"I would come back to Africa but not to make a living from it. I could do 
that with two pencils and a few hundred sheets o f the cheapest paper. But I would 
come back to where it pleased me to live, to really live. N ot ju st let my life pass. 
Our people went to America because that was the place to go then. It had been a 
good country and w e made a bloody mess of it. Our people had seen it at its best
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and fought for it when it was worth fighting for. Now I would go somewhere else. 
W e always went in the old days and there were still good places to go."

This tendency in word-choice as manifested in the above-quoted passage 
from "Green Hills o f  Africa" is primarily an expression o f the author's stand in art.

I. Kashkin, the Soviet literary critic and translator, the man who did much to 
make the w orks o f Hemingway known to the Russian reader, used to say that 
Hemingway's search for the truth in art, his moral and ethical honesty have found 
their expression in the very character o f the words which constitute the core o f  his 
vocabulary: they are common, simple and strikingly exact.

It should be stated in conclusion that the tendencies in word-choice as far as 
stylistic reference is concerned tint the writing as conversational or, on the con­
trary, ponderous; plain (undecorated) or, on the contrary, embellished, flowery, 
etc.

(From: Kukharenko V.A. A  Book o f  Practice in Stylistics. М.:
H igher School. 1986. P. 10-100; Sosnovskaya V.B. Analytical 
Reading. М .: H igher School. 1974. P. 5-24.)

Points for Discussion

1 The literary work and its relationship to the reality', the author, and the reader.
2 The components o f lexical meaning of linguistic units (denotational vs. con­

notational).
3 Connotation and its components (evaluative, emotive, expressive, stylistic, a s ­

sociative, ideological, pragmatic, etc.). The emotive charge and stylistic refer­
ence o f  the w ord’s dictionary meaning.

4 Stylistic differentiation o f  the English vocabulary:
a) neutral words, common literary and common colloquial vocabulary;
b) special literary vocabulary;
c) special colloquial vocabulary.

5 D enotation and connotation in imaginative literature.
6 Connotative function o f  word stylistic reference in imaginative literature:

a) direct speech characterization;
b) indirect speech characterization;
c) epoch characterization;
d) rendering local colour;
e) suggesting the author’s image.
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Assignm ents

1 Find w ords belonging to different stylistic groups and subgroups in the story 
«I Knock at the Door» by Sean O ’Casey. Specify the type o f discourse where 
you found it - authorial speech (narration, description, argumentation), the 
character’s speech, etc. State the function o f  w ord stylistic reference in each 
case.

2 Provide examples illustrating connotative function o f  speech-sound clusters, 
grammar categories and lexical units in the story mentioned above. W hich 
com ponents o f  connotation are at w ork in each case?

3 Explain the following notions:

denotative meaning connotative meaning
em otive charge stylistic reference
words o f  purely emotive meaning functional style
dichotom y speech characterization

R ep o rts

1 В озм ож ности  создания дополнительной  см ы словой и  эстетической 
и н ф о р м ац и и  вы сказы вания при пом ощ и актуали зац и и  единиц фо- 
н о-граф и ческого  уровня:

а) звуковой  п овтор  (аллитерация);
б) оном атопеическая аллитерация;
в) ударение;
г) граф ой ;
д) граф и ко-изобрази тельн ое оф орм ление текста (дефисация, 
курсив и пр.).

2 В озм ож н ости  м орф ем ного  уровня в создании  доп олн и тельн ой  со ­
д ерж ательн ой  и эстетической насы щ енности сообщ ения.

3 А ктуали зац ия синсем античной лексики в худож ественном  тексте:
а) арти кль ;
б) м естоимение;
в) сою з;
г) предлог.

4 А ктуали зац ия  автосем античной  лексики в худож ественном  тексте.
5 С интаксический  уровень и  его роль  в создании  доп олн и тельн ой  со­

д ерж ательн ой  и изобразительной  ем кости  худож ественного текста.
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Section I I

LITERARY TEXT AS POETIC STRUCTURE

Verbal and Supraverbal Layers 
of the Literary Text

W hile reading a literary text one gradually moves from the first word o f it on 
to the last. The words one reads combine into phrases, phrases into sentences, 
sentences into paragraphs, paragraphs making up larger passages; chapters, sec­
tions, and parts. All these represent the verbal layer o f  the literary text.

A t the same time when one reads a text o f imaginative literature one cannot 
but see another layer gradually emerging out o f these verbal sequences. One sees 
that w ord sequences represent a series o f events, conflicts and circumstances in 
w hich characters o f the literary work happen to find themselves.

One sees that all these word-sequences make a composition, a plot, a genre, 
and a style, that they all go to create an image o f reality and that through this im­
age the author conveys his message, his vision o f the world.

Plot, theme, composition, genre, style, image and the like make the suprav­
erbal (poetic) layer which is, nevertheless, entirely revealed in verbal sequences. 
The supraverbal and the verbal layers o f the text are thus inseparable from each 
other. The fact that all the elements of the literary text, such as those mentioned 
above, materialize in w ord sequences makes the latter acquire a meaning that is 
superimposed by the whole o f the literary text.

Thus, the text o f a literary work or any part o f such is not a mere linguistic 
entity, it is something more involved. The involved nature o f the literary text
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makes it entirely individual (unique), makes it essentially unsubstitutable for any 
other w ord sequences. W hen we substitute some part o f a literary text, i.e. some 
given w ord sequence for a synonymous one, we simultaneously change the con­
tent, for the content o f  the literary work is indivisible from its text. (It should be 
mentioned here that it is in the literary text that the etymological meaning o f  the 
w ord text / from the Latin textum, texo —  to weave /  is completely motivated.) A 
linguistic text, on the contrary, allows o f  substitution; one verbal sequence may 
have a sense similar to that o f another verbal sequence, consequently, one verbal 
sequence may stand for another, e. g. the sentence: "He was one o f  the most inef­
ficient liars I have ever known" when viewed just as a linguistic entity allows o f a 
number o f  substitutions, such as: "one could easily see when he told a lie", or "he 
didn't know how  to tell a  lie", etc. When this sentence is part o f a literary text its 
meaning cannot be completely rendered in so many other synonymous words. 
Something o f  the m eaning will be left tmconveyed. And this something is the im­
plication the sentence acquires from the whole o f the supraverbal layer. To under­
stand what "an inefficient liar" means in the sentence given above as part o f  a lit­
erary text we have to know the whole poetic context, in this case the poetic con­
text o f  the novel "The Quiet American" from which the sentence is taken.

The cohesion (сцепление) o f  the two layers, i.e. o f the strictly verbal and 
the supraverbal constitutes what is known as the poetic structure o f the literary 
text. There is nothing in the literary work that is not expressed in its poetic struc­
ture. It is the w hole o f  the poetic structure that conveys the author's message. One 
element (or com ponent) o f  the poetic structure is as important as any other, for 
through them all the author's message is conveyed. All the components o f  the po­
etic structure com pose a hierarchy, an organization o f interdependent layers. The 
basic unit o f  the poetic structure is the word. All the various layers o f  the struc­
ture, i.e. the syntactic, the semantic, the rhythmical, the compositional, the stylis­
tic are expressed in words.

T he concep t o f  un ity  and  in terdependence o f  elem ents in  the poetic 
s truc tu re  m ay  be illu strated  by the  follow ing exam ple. T he sim ile "he 
w atched  m e in ten tly  like a prize-pupil" when taken  by itself is n o th in g  o ther 
th a n  ju s t  a p lay  on  w ords, a w ord-im age. B ut w ithin a literary , tex t (in this 
case —  "The Q u ie t A m erican") it is a  u n it which along w ith o thers in the sys­
tem  o f  sim iles (an d  th e  la tte r in its tu rn  as a un it in  the system  o f  all tropes 
and  figures o f  speech used in the novel) goes to  depict the im age o f  Pyle. T he 
im age o f  Pyle in  its tu rn , as one o f  the character-im ages toge ther w ith  all the 
o ther ones in  th e  novel, goes to  convey the au thor's  message.

R ep resen ta tion  o f  the  literary  w ork  in term s o f  a s truc tu re  o r  a h ie ra r­
chy o f  layers presupposes the concept o f  m acro- an d  m icro-elem ents 
(com ponents) an d  bears u p o n  form -conten t relationship .

M acro- an d  m icro-elem ents is a functional, n o t an  abso lu te  category. 
W ith in  a literary  w ork  a simile, for instance, is a m icro-elem ent in rela tion  to 
a m acro-e lem en t w hich m ay be the im age o f  a character, and  the la tte r, in its
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tu rn , is a m icro-elem ent in re la tion  to  the m acro-elem ent which is the literary  
w ork  itself, u n d ersto o d  as an im age o f  reality.

T he fact th a t  m acro-elem ents o f  a literary  w ork are m ade o u t o f  m icro ­
elem ents m eans in  the  final analysis th a t m icro-elem ents are form  in rela tion  
to  m acro-elem ents w hich are conten t.

A n isolated  sim ile taken  by itself as any  other verbal entity  is a  u n ity  o f  
con ten t an d  fo rm . T he sam e sim ile within a literary w ork  is either form  o r 
con ten t depend ing  up o n  th e  elem ent in relation  to  which it is taken . T hus, 
the sim ile he w atched  m e in ten tly  like a prize-fighter is fo rm  in re la tio n  to  
th e  m acro-elem ent, th e  im age o f  Pyle, which this sim ile goes to  build  up . O n 
the o th e r hand , th e  qu o ted  sim ile is con ten t in rela tion  to  the  form , the  ele­
m ents which it is m ade  up of: w atched, intently, prize-fighter.

T he fo llow ing  shou ld  be em phasized in connection w ith w hat has  ju s t 
been stated: an  analysis in w hich the  idea o f  the literary  w ork  is considered 
separate  from  its verbal m ateria lization  is an erroneous an d  harm fu l p ra c ­
tice. It is h arm fu l in  th a t  it leads th e  reader aw ay from  the ap p rec ia tion  o f  
the essence o f  verbal art.

Principles o f Poetic Structure Cohesion

E ach literary  w ork  is a u n iq u e  instance o f  im aginative rep resen ta tion  o f  
reality . Im ag inative  rep resen ta tion , however, has its ow n p rincip les (know n 
as aesthetic p rincip les) w hich cohere all elements o f  the literary  tex t an d  ren ­
der it possib le fo r the  la tte r to  constitu te  a w orld com plete in  itself. These 
principles a re  com m on  to  all literary  works.

Principle of Incomplete Representation

W holeness in a r t  is d ifferen t from  wholeness in ac tua l reality . A n 
au th o r  in  re-creating  an  object o r phenom enon o f  reality  selects o u t o f  an  in ­
fin ity  o f  features perta in in g  to  the  object only those w hich are m ost ch a rac­
teristic. In  o th e r w ords, a literary  im age represents features th a t  are m ost 
characteristic  o f  an  object, o r  w hich at least, seem such to  th e  au th o r. F o r  
instance, in the  descrip tion  o f  a farm house (J. S teinbeck's "The C h ry san th e­
m um s") the  fo llow ing features are singled out: "It was a hard -sw ep t look ing  
house, w ith  hard -po lished  w indow s, and a clean m u d m at on  th e  fro n t steps." 
T he farm -house h ad  m any  o th e r  peculiarities, no  doub t. B u t those  selected 
very well convey th e  im age o f  the  place. M oreover, they ind irectly  suggest 
the im age o f  its ow ner, the v igorous, beauty-seeking Eliza. T hus, the au th o r, 
in depicting  an im age, m akes a  selection: he picks o u t p a r t (o r parts) w hich 
can stand  fo r th e  whole.
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All im ages in  a  literary  text, those o f  people, events, s ituations, la n d ­
scapes an d  the like a re  incom pletely represented. A t least tw o factors seem to  
cond ition  this. F irst, the  linguistic factor. V erbal rep resen tation  o f  the  w hole 
im age is a  ven ture w hich canno t o r should  hard ly  ever be endeavoured . This 
w ould  tak e  up innum erab le  pages o f  w riting in w hich the im age itse lf w ould 
invariab ly  be dissolved, fo r there is a considerable d isp ro p o rtio n  betw een 
linguistic m eans o f  rep resen ta tion  and th e  reality  w hich is to  be represen ted . 
T he second, an d  the  m ain , is the  aesthetic factor. L ite ra tu re , as we know , 
transm its  aesthetic in fo rm ation . T o achieve this aim  lite ra tu re  m ust first o f  
all stir up  th e  reader's interest. O ne way to  do  this is to  m ake the  reader 
stra in  his perceptive abilities an d  fill in for h im self those fragm ents o f  the  
w hole w hich have been gapped or, as we have term ed it, incom pletely rep re­
sented, th a t is, represen ted  th rough  a part. T he p a r t selected to  fulfill such a 
represen tative fu nction  m ust, indeed, have the  pow er o f  stirring  up  the  
reader's im ag ina tion  so as to  m ake him  visualize the whole. T he trick  o f  
conveying m uch  th ro u g h  little is one o f  the greatest secrets o f  im ag ina tive 
litera tu re . A n  achieved harm ony  o f  the whole an d  the p a r t is a sign o f  a tru ly  
ta len ted  w ork.

T he degree o f  incom pleteness o f  represen tation  depends up o n  th e  genre 
o f  th e  literary  w ork  as well as upon  the individual m anner o f  th e  w riter. T he 
degree o f  incom pleteness is greater in lyrical poem s an d  sm aller in epic 
w orks. B u t even in  la rge w orks o f  narra tive  prose the degree o f  incom ple te­
ness (o r gapping) is considerable.

Poetic detail. T h e p a r t selected to  represent the  w hole is a poetic  detail. 
T he te rm  "poetic detail" defies a rigorous definition for as any o th e r elem ent 
o f  poetic  s truc tu re  it is a  functional category. It em erges as a  resu lt o f  co rre­
la tio n  w ith  o ther elem ents o f  the  text and  can be evaluated  only aga in st the 
back g ro u n d  o f  all o f  these. Take, for instance, the  follow ing ex tract from  W . 
F au lkner's  sto ry  "T h a t Evening Sun" in which N ancy , the  m ain  charac ter o f  
the story , a  N eg ro  w asher-w om an, is first in troduced: "N ancy w ould  set her 
bund le  (o f  w ashing) on  the top  o f  her head, then  upon  the  bund le  in  tu rn  she 
w ould  set the  b lack  s traw  sailor h a t which she w ore w inter and  sum m er. She 
was tall, w ith  a high, sad  face sunken a little w here her teeth  w ere m issing. 
Som etim es we w ould  go a p a r t o f  the way dow n the lane an d  across th e  p a s ­
tu re  w ith  her, to  w atch  the  balanced bundle an d  the h a t th a t never bobbed  
n o r  w avered, even w hen she walked dow n in to  the d itch  and  up  th e  o ther 
side an d  stooped  th ro u g h  the fence," N ancy  is described by a  n u m b er o f  fea­
tures: th e  way she set and  carried her bundle o f  w ashing, her height, her face, 
her m issing teeth. B ut som e o f  these features stand  o u t m ore  p ro m in e n t th an  
the o ther: her "black straw  sailor h a t which she w ore w inter an d  sum m er" 
an d  "her m issing teeth". These are the details w hich suggest th e  im age o f  
N ancy . N o t th a t th e  reader becom es conscious o f  the ir suggestiveness at 
once. T heir full im pact m ay get hom e to him  on  recurrence o r  afte r he has 
read m ore ab o u t N an cy  and her life.
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O ne w ay o r  ano ther, in his apprecia tion  o f  an  im age the  reader will be 
guided by  detail, fo r it is by carefully selected details th a t the  a u th o r  depicts 
his im age.

It w ou ld  be tru e  to  say, th a t the m ore vivid th e  detail the  g reater is the 
im petus th e  reader's im agination  receives and , accordingly, the  greater is his 
aesthetic pleasure.

T here  a re  details o f  landscapes, o f  events, etc. T he central im age o f  any 
literary  w ork , th a t o f  a  character is m anifo ld , so a re  th e  details th a t represent 
it. These m ay  be th e  details of: action, speech, physical p o rtra it, ethical, p o ­
litical views, etc. H ere is a detail o f  B abbitt's  speech (S. Lewis, "B abbitt"). 
M r. B ab b itt an d  his best friend Paul, greet each o th e r over the te lephone.

'H ow 's the  o ld  horse-thief?'
'All righ t, I guess. H ow 're you, you p o o r  shrim p?'
‘I'm  first-ra te , you second-hand h u n k  o'cheese.'

T he a u th o r  then rem arks "R eassured th u s o f  the ir high fondness, B ab­
b itt g run ted ..."

A n o th e r  detail from  the sam e novel gives the  reader an  idea o f  B abbitt's  
(the ow ner o f  a real-estate firm ) a ttitu d e  to  com m on w orkm an . "H e alm ost 
liked com m on  people. H e w anted them  well paid  and  ab le to  afford  high- 
ren ts —  th o u g h , naturally , they m ust n o t in terfere w ith the  reasonab le  p ro f­
its o f  stockholders."

A  poetic  detail m ay  be som e directly observed an d  directly  expressed 
fea tu re  o f  an  im age. T hus, the im age o f  cold au tu m n  ("In A n o th e r  C oun try", 
by E. H em ingw ay) is conveyed in such details o f  sim ple and  d irect percep­
tions w hich m ay be described as verbal pho to g rap h y : "... sm all b irds blew  in 
the  w ind an d  the  w ind tu rned  the ir feathers." ... "O n one o f  them  (bridges) a 
w om an so ld  roasted  chestnuts. It was w arm , stand ing  in fro n t o f  her ch a r­
coal fire, an d  the  chestnuts were w arm  afte rw ard  in  you r pocket."

A  detail o f  the depicted im age, on  the  o th e r hand , m ay be represented  
in  an  associa tion  w ith som e o ther phenom enon . In  such a case it usually 
takes the  fo rm  o f  a  trope  as in the follow ing detail o f  the  w inter-in-Salinas- 
valley descrip tion  from  J. S teinbeck's sto ry  "T he C hrysan them um s": "(the 
fog) sa t like a  lid  on the  m oun ta ins and  m ade o f  a  g reat valley a closed po t."

T h e  n a tu re  o f  a  tru ly  poetic detail is such th a t it b o th  typifies and  ind i­
vidualizes the  im age.
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Principle o f Analogy and Contrast

A nalogy  an d  co n tra st are know n to  be universal principles o f  cognition . 
It is by  ana logy  th a t th e  essence o f  a  phenom enon is revealed, the  sim ilar 
an d  the  con trastive in different phenom ena discovered.

In the a rts  an d  especially in literatu re analogy /con trast is a  w ay o f  
im aginative cognition . T he au th o r contra- and  jux taposes im ages o f  real life 
an d  in th a t w ay reveals the  good and  the evil, the  beautifu l an d  th e  ugly, the 
ju s t an d  the u n ju st in life.

A nalogy  and  co n tra s t are th e  organizing axis o f  poetic structu re . They 
perm eate  the  w hole text, all its com ponents, bo th  m acro- an d  m icro-: the 
character an d  the  event represen tation , the  im agery, etc. G . G reene 's novel 
"The Q uiet A m erican" m ay very well serve as an  illustration . T h e  au th o r's  
ethical m essage, th a t o f  the m an 's responsibility  in the  m odem  w orld, is con­
veyed by  a  co n tra st o f  th e  tw o m ain  characters; F ow ler and Pyle. T he au th o r  
depicts them  as an tipodes in everything: in the ir physical appearances, in 
the ir sp iritua l an d  m ental m ake-up, in the stand  they take  on all essential is­
sues o f  life. Pyle is young  an d  quiet. W ith his "unused face, w ith his gangly 
legs an d  his crew-cut, his w ide cam pus gaze" he seemed, a t first sight, 
"incapable o f  harm ". H e cam e to  the E ast full o f  Y o rk  H ard ing 's ideas ab o u t 
the  T h ird  F orce, eager to  help them  m aterialize.

F ow ler, on  th e  con trary , is an  aging m an, cynical and sofisticated. H e 
p rides h im self on  detachm ent, on  being uninvolved, on  n o t belonging to  th is 
w ar. Step by  step show ing Pyle's activity in  V iet-N am  the au th o r  m akes the 
reader see th a t in the  tragic w orld  o f  th a t country  it is the quiet, earnest Pyle 
th a t tu rn s o u t to  be cold, cruel and  m enace-carrying. H e is im pregnably  a r ­
m oured  by Y o rk  H ard ing 's teaching and  his ow n ignorance. H is innocence, 
the  au th o r  says, is a  k ind  o f  insanity.

T he cynical Fow ler, the  m an w ho had prided him self on  n o t being in ­
volved, on  the  con trary , com es to  realize th a t he is responsible fo r the  w ar 
"as th o u g h  those  w ounds had  been inflicted by him ." Pyle did n o t ab an d o n  
his stand , Y o rk  H ard in g  and his teaching. C ivilians killed in th e  street are 
ju s t m ere w ar casualties fo r him . T o Fow ler the ir deaths canno t be "justified 
by any am o u n t o f  killed soldiers".

T hus, it is th ro u g h  the antithesis o f  Pyle —  F ow ler and  th e  sp iritua l and  
ethical w orlds they represent th a t the au th o r conveys his idea o f  w hat m a n ’s 
tru e  responsib ility  is, o f  w hat m an should  do in the w orld to m  by enm ity 
an d  conflict.

T he princip le o f  analogy  and  con trast m ay n o t be so explicit in som e 
w orks as it is in the  w ork  we have m entioned above, b u t it in fallib ly  finds a 
m an ifesta tion  in any  literary  w ork.

A s will best show n below, analogy and con trast underlie qu ite  a  n u m ­
ber o f  such elem ents o f  poetic structure as tropes and figures o f  speech.
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Principle of Recurrence

W hen we read  a literary  text o u r though t does n o t run  in ju s t one, o n ­
w ard, d irection . Its m ovem ent is bo th  progressive and recursive: from  the 
given item  it goes on to  the next w ith a recursive w hat has been previously  
stated.

This pecu lia r m ovem ent o f  the though t is conditioned by the  fact th a t 
the literary  tex t represents a cohesion o f  tw o layers the verbal an d  th e  su ­
p raverba l. T he supraverbal layer is n o t coincident w ith the strictly  verbal 
layer. T he verbal is direct, linear, the  supraverbal is essentially recursive.

W hen we begin  to  read a b o o k  we do n o t yet perceive the com plexity  o f  
th e  con ten t con ta ined  in the w hole o f  it, though  the text (considering th a t  it 
is w ritten in the  language we know ) is well understood  by us. T h e  covered 
p o rtio n  o f  th e  tex t is p a r t o f  th e  literary  w ork  and as such it gives us b u t a 
rough  ap p ro x im atio n  o f  the m eaning  o f  the w hole w ork. This p a rt, how ever, 
deepens o u r  u n derstand ing  o f  th a t p o rtio n  o f  the text, which we p roceed  to  
read. A nd the  new ly read  p o rtio n  o f  the text adds to  o u r percep tion  o f  the  
whole. In th is  recursive o r spiral-like m anner we gather the con ten t o f  the 
literary  w ork  as a whole.

Poetic s tru c tu re  o f  the literary  text is so m odeled th a t certain  o f  its ele­
m ents which have a lready  occurred  in the text recur again  at defin ite in te r­
vals. These recu rren t elem ents m ay be a poetic detail, an  image, a ph rase , a 
w ord.

T he recurrence o f  an  elem ent m ay have several functions, i.e. be m ean ­
ingful in a varie ty  o f  ways. O ne o f  these functions is th a t o f  o rgan iz ing  th e  
subject m atte r, giving it a dynam ic flow. C onsider, fo r instance, th e  fo llow ­
ing exposito ry  passage from  E. H em ingway's "Old M an a t the B ridge" an d  
see how  th e  recu rren t ph rase  "old m an" organizes and fram es it up . "A n old 
m an  w ith steel-rim m ed spectacles and  very dusty  clothes sa t by  th e  side o f  
th e  road . T here  w as a  p o n to o n  bridge across the river and  carts, trucks, and  
m en, w om en an d  children were crossing it. T he m ule-draw n carts staggered 
up the steep b a n k  from  the bridge with soldiers helping push  ag a in st the 
spokes o f  the  wheels. T he trucks g round  up  an d  aw ay heading  o u t o f  it all 
an d  the  peasan ts  p lodded  along  in  the ankle deep dust. B ut the  o ld  m an  sa t 
there w ith o u t m oving. H e was to o  tired to  go any farther."

A recu rren t elem ent m ay represent the leit-m otif o f  the literary  w ork , 
expressing th e  au th o r's  m essage as, fo r instance, in "The B asem ent R oom " 
by G . G reene. T h e  story  tells a b o u t a seven-year-old boy w hose p are n ts  have 
gone on  a fo rtn igh t's  vacation  leaving him  in charge o f  the bu tle r, Baines, 
and  his wife, M rs. Baines. T he boy descends in to  the basem ent ro o m , the 
dw elling-place o f  the Baines' an d  ... finds him self involved in the ir life, w ith 
its conflicts, its secrets and its bitterness. Each o f  them , in tu rn , en tru sts  
his/her secret to  the  boy  and  expects him  to keep it. T he boy is en tirely  on 
th e  side o f  th e  bu tle r, he hates and  abhors the butler's wife. B ut w hen it hap -
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pens th a t the  bu tle r un in ten tiona lly  causes the death  o f  his wife, the boy  be­
trays him  to  the police, fo r he feels it unbearable to  keep the  secret, to  have 
the responsibility  Baines has  laid upon  him.

T he follow ing tw o sets o f  phrases run parallel to  each o th e r a t certain  
intervals th ro u g h  the w hole o f  the story. The first set is: "Philip  began to  
live"; "this is life", "this w as life"; "it was life he was in th e  m idd le of;" "Philip 
ex tracted  h im self from  life"; "a retreat from  life". A nd the second set: "A nd 
suddenly  he felt responsib le fo r Baines"; "Again Philip  felt responsibility"; 
"H e w ould  have n o th in g  to  do  w ith their secrets, the  responsibilities they 
were determ ined to  lay on him "; "he surrendered responsib ility  once an d  for 
all." These tw o recu rren t sets o f  phrases run as the le it-m o tif o f  th e  story: 
living m eans having responsibilities, asserts the au thor; w hen one surrenders 
responsibilities one re trea ts  from  life.

It m ay be m entioned  here in passing th a t it is u p o n  the  recu rren t ele­
m ents (phonetic, syntactic, lexical, etc.) and their peculiar d is trib u tio n  w ithin 
the poetic  structu re  th a t  the  rhy thm  o f  the text largely depends, fo r rhy thm  is 
repe tition  w ith  varia tion .

Q uite  a  num ber o f  figures o f  speech are based u p o n  th e  p rincip le  o f  re­
currence.

(From: Sosnovskaya V.B. Analytical Reading. М .: H igher 
School. 1974. P. 25-34.)

Points for Discussion

1 Verbal and supraverbal layers o f the literary text.
2 Macro- and micro-elements of the literary text and their relation to content and form.
3 Principles o f  poetic structure cohesion:

a) the principle o f  incomplete representation; poetic detail;
b) the principle o f analogy and contrast;
c) the principle o f  recurrence.

Reports

1 Т екст к ак  к ом м ун и кати вн ая  единица и его основны е категории .
2 В озм ож ности  об р азо ван и я  текстовы х парадигм : ф у н к ц и о н ал ьн о ­

стилевая, ж анровая, индивидуально-авторская специф ика текста. 
Т екстовая си н тагм ати ка.

3 Р оль отдельны х элем ентов ком позиционно-речевой структуры  ху­
дож ественного  текста  в актуализации текстовы х категорий :

а )за го л о в о к ;
б) им я собственное;
в) худож ественная деталь.
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Assignm ents

1 Illustrate the interdependence o f  macro- and micro-elements in the story ‘I 
K nock at the D oor’ by Sean O ’Casey. W hat is their content-form relationship?

2 How  is the principle o f incomplete representation realized in the story? W hat 
poetic details help you visualize the whole? Give at least two examples.

3 Does the principle o f analogy and contrast find a manifestation in the story? 
W hich components o f  its poetic structure are juxtaposed (compared)?

4 Name the recurrent elements in the story. W hat is the function o f the principle 
o f  recurrence here?

5 Explain the following notions:

verbal layer poetic structure
supraverbal layer cohesion
poetic  detail antithesis

Further Reading

1 Гальперин  И .P. Т екст как  объект лингвистического исследования. 
М .: Н аука, 1981.

2 К олш анский  Г.В. Текст как  единица ком м уникации. В кн.: П р о б л е­
мы общ его и герм анского  язы кознания. М.: И зд-во М оск. ун-та, 
1978.

3 К ухаренко  В.А. И нтерпретация текста. М.: П росвещ ение, 1988. С. 68-
120.

Section III

C O M PO N E N T S OF PO ET IC  STR UC T UR E  

Macro-components of Poetic Structure

Poetic s truc tu re  o f  the literary  w ork involves such entities as im age, 
them e, idea, com position , p lo t, genre an d  style. As com ponen ts o f  poetic  
structu re  they are  essentially inseparable from  each other, b u t as basic  ca te­
gories o f  the theo ry  o f  literature they m ay be treated  in iso lation .

Literary Image. The w orld  o f  a literary w ork is the w orld o f  its ch arac­
ters, s ituations, events, etc. sim ilar to  those o f  real life. C harac ters an d  the 
situations they  are engaged in m ay be entirely fantastic , nevertheless, they, 
too , are insp ired  by objective reality. H ere is how  H .W .L ongfellow  has p o ­
etically expressed this idea in his "Song o f  H iaw atha".
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S hould  you ask w here N aw adaha 
F o u n d  these songs, so wild and w ayward,
F o u n d  these legends and  traditions,
I shou ld  answer, I should  tell you,
"In the  bird 's nests o f  the forest,
In the lodges o f  the beaver,
In the  foo t-p rin ts  o f  the bison,
In the  eyry o f  the  eagle!"

T h e  fact th a t literary  im ages are sim ilar to  life breeds a  belief in an  u n ­
tra ined  reader th a t literary  characters are people o f  real life an d  n o t im ag ina­
tive rep resen ta tion  o f  th e  au thor's  perception o f  life. This is an  erroneous b e ­
lief, stem m ing from  one's ignorance o f  the intrinsic properties o f  literature .

L ite ra tu re  cognizes and  interprets life by re-creating life in the form  o f 
im ages inspired  by life an d  in accordance w ith the  au thor's  vision. It m eans 
th a t, fo r instance, Soam es from  J.G alsw orthy 's "F orsyte Saga" is n o t ju s t an 
English  bourgeois, b u t a literary  character created by G alsw orthy  in p re ­
cisely th e  w ay his ta len t, his vision, his understand ing  o f  th e  English m iddle 
class life have urged h im  to  create. In giving the im age o f  Soam es as well as 
the  o th e r im ages o f  "The F orsyte Saga" the au th o r transm its to  the  reader 
his ow n philosophy  o f  life, his ethic and m oral code.

L ite ra ry  im age is th u s the "language" o f  literature, the fo rm  o f  its exis­
tence.

T he term  "image" refers n o t only to  the whole o f  the literary  w ork  o r to  
such o f  its m ain  elem ents as characters o r personages b u t to  any o f  its 
m eaningful un its such as detail, phrase, etc.

L ite ra tu re  being a verbal art, it is ou t o f  w ord sequences th a t literary  
im ages em erge, a lthough  im ages as such are supraverbal entities. C onsider, 
fo r instance, the follow ing w ord sequences from  E. Caldw ell's sh o rt story  
"W ild F low ers" th a t bu ild  up  an  im age o f  nature . "The m ocking-b ird  th a t 
had  perched on  the ro o f  top  all night, filling the clear cool a ir  w ith its music, 
h ad  flow n aw ay when the  sun rose. There was silence as deep an d  m ysterious 
as the fla t sandy  coun try  th a t extended mile after m ile in every d irection. 
Y esterday 's shadow s on  the white sand began to  reassem ble un d er the frees 
an d  a ro u n d  th e  fence posts, spreading on the g round  the lacy foliage o f  the 
b ranches and  fuzzy slabs o f  the w ooden fence."

All im ages in the  literary w ork constitu te a h ierarchial in terre lation . 
T he to p  o f  th is h ierarchy  is the m acro-im age, the literary  w ork  itself, u n d er­
s tood  as an  im age o f  life visioned and depicted by the au th o r. Say, "The 
F o rsy te  Saga" by J.G alsw orthy , o r "An A m erican T ragedy" by  T h .D reiser 
taken  as a w hole. W ithin  the literary w ork it is the im age o f  th e  character o r 
characters th a t top  the  hierarchy o f  images. Say, the  im ages o f  O ld Jolion , 
Soam es, Irene, F leu r in "The F orsyte Saga", o r the im ages o f  Clyde, R oberta  
in "An A m erican  Tragedy".
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A t the  b o tto m  o f the  hierarchy there is the word-irnage, o r  a m icro ­
im age: simile, epithet, m etaphor, etc. They together w ith o ther elem ents 
bu ild  up  character-im ages, event-im ages, landscape-im ages, etc. E .g. "The 
th ree w ith the m edals were like hunting-haw ks." (E .H em ingw ay) "The rain 
hissed on the live-oak and  m agnolia trees." (R. P. W arren).

E ach such m icro-im age, when in isolation, is ju s t a trope, b u t w ith in  the 
poetic  structu re  it is an  elem ent which, equally  w ith others, shares in the  ex­
pression o f  th e  content. Its m eaningfulness becom es ap p aren t w hen such a 
w ord-im age o r  its synonym ic varian t is found  to  recur in the text. A . H u x ­
ley's sto ry  "The G ioconda  Smile" is a good exam ple in th is respect. H ere is 
its plot: A  certain  Miss Spence had  poisoned  the wife o f  her neighbour, M r. 
H u tto n , a coun try  gentlem an. She had  done th a t in the hope th a t M r. H u t­
to n  w ould eventually m arry  her. B u t when it becam e obvious th a t the  gen­
tlem an  w as n o t in the least inclined to  propose to  her, she spread  rum ours 
accusing M r. H u tto n  o f  the m urder. T he m an was tried and  condem ned to  
cap ita l pun ishm ent.

T he surface layer o f  the  story  contains no  direct h in t o f  the  tru e  n a tu re  
o f  M iss Spence. T hat she is the m urderess is revealed to  the reader only  at 
th e  very end. It is the  layer o f  w ord-im ages superim posed up o n  th e  sim ple 
sto ry  layer th a t is suggestive in th is respect. It begins w ith the  title: "The 
G io co n d a  Smile". The allusive epithet "G ioconda", th a t describes M iss 
Spence's smile, la ter recurs in  a  num ber o f  its variants such as: "her queer 
face"; "there was som ething enigm atic ab o u t her"; "the m ysterious G io ­
conda"; "there w as som e k ind  o f  a  queer face behind the G io co n d a  smile"; 
"every w om an 's sm all ta lk  w as like a v apour hanging over m ysterious gulfs"; 
"a pale m ask", etc. Such w ords as "m ysterious", "enigm atic", etc. in terp lay  
w ith an o th er set o f  phrases suggestive o f  the natu re  o f  th e  "enigm a", e.g. 
"She leaned fo rw ard  aim ed so to  speak, like a gun, and fired her w ord"; "She 
was a m achine-gun riddling  her hostess with sym pathy"; "T oday  the  missiles 
were m edical"; " 'Y our wife is dreadfully  ill,' she fired o ff a t him"; "She sh o t a 
G io co n d a  in his direction" and  a t last: "H er eyes were tw o p ro fo u n d  and 
m enacing gun-barrels". I t rem ains w ith the reader to  p u t all these suggestive 
m etaphors toge ther and decipher the ir m eaningfulness, the  sim ple sto ry  layer 
being his guide.

Theme and Idea

The theme o f  a literary  w ork is the represented aspect o f  life. A s literary  
w orks com m only  have hum an  characters fo r their subject, o f  depletion , the 
them e o f  a  literary  w ork  m ay be understood  to  be an in te raction  o f  hum an  
characters un d er certain  circum stances, such as som e social o r psychological 
conflict (w ar an d  peace, race discrim ination , a clash o f  ideologies, and  the 
like). A w riter m ay depict the sam e theme, say, the them e o f  war, from  dif­
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ferent angles. T h e  sam e them e may, on the o ther hand , be d ifferently  devel­
oped  an d  in teg ra ted  w ith  o ther them es in different w orks. W ith in  a single 
w ork the  basic  them e m ay  alternate with rival them es and the ir rela tionsh ip  
m ay be very com plex. T hus, fo r instance, the basic them e o f  "The F orsy te 
Saga" m ay  be defined as the  life o f  the English m iddle class a t the  end o f  and 
afte r the  V ictorian  epoch. This basic them e is disclosed m ainly  in the  rep re­
sen ta tion  o f  th e  F o rsy te  fam ily, specifically in its Jo lion  —  Soam es lines. 
T he by-them es in th is  com prehensive trilogy are num erous: the B oer an d  the 
F irs t W orld  w ar, th e  first L ab o u r governm ent, the post-w ar generation , the 
general strike, th e  a r ts  an d  artists, etc. They are all linked together to  repre­
sent a un ity . Indeed , a  link  between the various constructive them es is ind is­
pensable: w ith o u t such a  link  the literary w ork loses its essential characteris­
tic, w hich is u n ity  o f  all its elements.

T he them e o f  a  literary  w ork  can be easily understood  from  the  p lo t 
(the surface layer) o f  the  w ork: it allows o f  a schem atic fo rm ulation , such, 
fo r instance, as: "th is is a story  o f  race discrim ination in the U SA ", and  the 
like.

The idea o f  a  literary  w ork  are the underlying though t and  em otional 
a ttitu d e  tran sm itte d  to  the  reader by the whole poetic structu re  o f  the  liter­
ary  text. Poetic  s tru c tu re  being a m ulti-layered entity , all o f  its layers p erta in  
to  th e  expression o f  the idea.

W e shall try  to  illustra te  this by E .Caldwell's seven-page sto ry  "Wild 
F low ers". T h e  sto ry  has the direct, m etaphorical, and sym bolic layers. It is 
o u t o f  an  in te rp lay  o f  all these th a t the poetic idea emerges.

T he p lo t o f  th e  sto ry  (the direct, surface layer) is austerely simple. 
Som ew here deep in  th e  South  o f  the U SA  a young tenan t and  his wife (an 
expectan t m o th er) a re  ordered  to  leave the d ilapidated  house they live in. 
T he tw o set o u t on  a long  and  exhaustive tram p  across the lonely coun try  o f  
sand an d  p ines in search o f  a  shelter. E xhaustion precip itates th a t w hat o th ­
erwise w ould  have com e ab o u t in ano ther week o r two. T he h u sband  runs 
for help w hich is n o t easy to  find in th a t country  o f  a few isolated  hom e­
steads. W hen, a t  leng th , he returns with tw o N egroes, w ho have agreed to  
help, he finds his w ife dead. She has died in childbirth , a lone am idst b ea u ti­
ful b u t ind ifferen t N a tu re . Such is the surface p lo t o f  the story. It tells the 
tragedy  o f  a you n g  couple, denied a hom e, and  evicted in spite o f  the cond i­
tion  th e  w om an  w as in.

T his idea, w hich is easily gathered from  the surface layer, is m ade m ore 
p ro fo u n d  by  a  m e tap h o r, a p ronounced  analogy between the young  couple 
an d  w ild flow ers th a t  g row  hidden by weeds and  scrubs near the ro ad  the 
tw o trudge  by. T h e  m e tap h o r clearly indicated in the title  "W ild Flow ers", 
adds a n u an ce  to  th e  idea, expressed in the p lo t. It ever so im aginatively  sug­
gests the  fra ilty  o f  the  p ro tagon ists ' existence, their insecurity in the face o f  a 
cruel an d  ind ifferen t w orld. The world o f  those w ho give orders an d  evict is 
n o t directly  show n in the  story, it is obliquely represented by a "he", who,
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the  reader finds ou t, had  been p leaded with by V em , the husband , to  be a l­
low ed to  stay, b u t rem ained ad am an t. "D oesn 't he care, Vem?" asks N elly, 
allud ing  to  the sta te  she is in. "I guess, he doesn't," answers Vern.

T he sto ry  is set am idst N a tu re . There are ju s t Vern and  N elly an d  the 
fiat sandy  coun try  th a t extends mile after mile in every direction. In th a t 
coun try  o f  p ine an d  sand the farm s and  houses are som etim es ten o r  fifteen 
miles ap a rt. Silence, deep and m ysterious, hangs over the land. T he recurren t 
im age o f  the  vast and silent coun try  is n o t a m ere setting o f  the story. It has 
an  im pact m ore  p ro fo u n d , sym bolizing the solitude o f  V em  and  N elly, com ­
plete indifference o f  the vast w orld  to  their existence. The im age o f  N a tu re  
th u s constitu tes the sym bolic layer o f  the story.

T he reader's discovery o f  all these layers deepens his percep tion  o f  the 
poetic  idea, and , as a result, affords him  greater aesthetic pleasure.

T here are  no  tw o w orks th a t have exactly the sam e poetic idea, there 
are no  tw o w orks th a t have exactly the sam e m ode o f  represen tation . The 
poetic  idea an d  its m ode o f  represen tation  form  a  unity, a un ity  o f  conten t 
and  form .

Plot is a sequence o f  events in which the characters are  involved, the 
them e an d  the  idea revealed. Events are m ade up  o f  episodes, episodes, in 
the ir tu rn , o f  sm aller action  details. Thus, for exam ple, in "T he Q uiet 
A m erican" the  events o f  the w ar in V iet-N am  are bu ilt up  ou t o f  a series o f  
episodes, such as Fow ler's visit to  the front-line, his flight, in a F rench  plane, 
over the  fron t-line  villages, his crossing o f  the river full o f  dead bodies, etc. 
T he event o f  Pyle's assassination  is p repared  and developed in such episodes 
as F ow ler's visit to  the lum ber-shop  in which he finds evidence o f  Pyle's 
crim inal activity , in the episode o f  an explosion in the square, instigated  by 
Pyle an d  others.

E ach  an d  every event th a t represents a conflict (the gist o f  the  p lo t) has 
a  beginning, a  developm ent an d  an  end. The p lo t, accordingly, consists o f  
exposition , story , clim ax and  denouem ent.

In th e  exposition  the necessary prelim inaries to  the action  are  la id  out, 
such as the  tim e, the place, and  the subject o f  the action. A lso som e light 
m ay be cast on  th e  circum stances th a t will influence the developm ent o f  the 
action . H ere  is th e  exposition from  L .H ughes's story "C ora  U nasham ed" 
th a t m ay well illu stra te  the p a tte rn . "M elton was one o f  those m iserable in- 
betw een little  places, no t large enough to  be a tow n, no r sm all enough  to  be 
a village —  th a t is, a village in the rural, charm ing sense o f  the  w ord. M elton 
had  no charm  a b o u t it. It was m erely a non-descrip t collection o f  houses and 
build ings in a region o f  farm s —  one o f  those sad A m erican places with 
sidew alks, b u t no  paved streets; electric-lights, b u t no sewage; a sta tion  b u t 
no  tra in s... C o ra  Jenkins was one o f  the least o f  the citizens o f  M elton . She 
w as w hat the peop le  referred to  when they w anted to  be polite, as a N egress, 
an d  w hen they w anted  to  be rude, as a nigger —  som etim es add ing  th e  w ord
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"wench" fo r n o  good  reason , fo r C o ra  was usually  an inoffensive soul, ex­
cept th a t she som etim es cussed."

S to ry  is th a t p a r t  o f  th e  p lo t which represents the beginning o f  the  colli­
sion an d  th e  collision itself. In L .H ughes's "C ora U nasham ed" (P a rt 1) it is 
the arrival a t M elton  o f  a  w hite boy, Joe, C ora's short love, an d  the  b irth  o f  
her baby.

Clim ax is the  h ighest p o in t o f  the action. In "C ora U nasham ed" it is the 
dea th  an d  b u ria l o f  C ora 's  baby.

Denouement is the  event o r events th a t b ring  the action  to  an  end. The 
story  referred  to  (P a rt 1) ends with C o ra  return ing  after the bu ria l o f  her 
baby  to  w o rk  fo r the  fam ily  o f  white folks: to  nurse the ir baby.

T here  is no  un ifo rm ity  as far as the above m entioned elem ents o f  the 
p lo t an d  th e ir  sequence in th e  text are concerned. T hus, am ong  sh o rt stories, 
there a re  such w hich begin straigh t w ith the action (the conflict) w ithou t any 
exposition . H ere  is how  R ing  L ardner's story "H aircut" begins "I got an o th er 
barb e r th a t  com es from  C arterville an d  helps me o u t Saturdays, b u t the  rest 
o f  the tim e I can  get along  all right alone", while o thers have no  denouem ent 
in the  conven tiona l sense o f  the w ord (m ost o f  E. H em ingw ay's stories m ay 
serve as an  exam ple). A  w ork  o f  narrative prose th a t has all th e  elem ents 
m en tioned  above: exposition , story, clim ax, denouem ent as clearly  d iscerni­
ble p a rts , is said  to  have a closed p lo t structure. This type o f  w riting  was 
m ost consisten tly  cu ltiva ted  by  such A m erican sh o rt sto ry  w riters as W. 
Irving, E . Poe, N . H aw th o rn , Bret H art, H . Jam es, O. H enry  an d  others.

A  lite ra ry  w ork  in w hich the action  is represented w ith o u t an  obvious 
cu lm ination , w hich does n o t contain all the above m entioned  elem ents u n ­
dersto o d  in  th e ir  conven tional sense, is said to  have an  open p lo t structure.

P lo t s tru c tu re  is n o t a form al factor. It is as m eaningful as any  o ther 
co m p o n en t o f  the  literary  work: w hether it is open or closed is conditioned  
entirely  by  th e  con ten t. F o r  illustration  let us refer to  the sh o rt sto ry  genre.

T here  a re  kn o w n  tw o types o f  short stories.
F irs t: a  p lo t (action) short story. As a rule, th is type has a closed s truc­

ture, its p lo t being  b u ilt u p o n  one collision. The action  d ram atica lly  devel­
ops on ly  to  explode a t the very end; the sequence o f  events th u s form s an  as­
cending line from  th e  exposition on to  the climax and  dow n to  the  denoue­
m ent. O .H en ry 's  stories reveal this p a tte rn  very well.

Second: a  psychological (character) short story. It generally  show s the 
d ram a  o f  a character 's  inner w orld. T he structure in such a sto ry  is open. 
T he tra d itio n a l com ponen ts o f  the p lo t are no t clearly d iscernable and  the 
ac tion  is less dynam ic as com pared to  th a t o f  the p lo t sh o rt story . M any  o f  
E .H em ingw ay 's sto ries are o f  such a type. Little, if  anyth ing , h appens in his 
"C at in th e  R ain". A  young  A m erican couple are staying a t an  Ita lian  hotel. 
It is ra in ing . T he wife stands at the w indow  looking o u t a t a ca t th a t sits 
crouch ing  u n d e r a tab le . T he wife goes ou t to  fetch the cat, fo r "it isn't any 
fun to  be a p o o r  k itty  o u t in the rain". B ut the cat is gone. Back in the room
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she sits a t the m irror, w ith her husband  reading: T here is a knock  at the 
d o o r. It is the  m aid  with a big tortoise-shell cat sent to  the A m erican wife by 
th e  ho te l-keeper. The p lo t, as such, is practically  eventless. But an  attentive 
re a d e r  will see th a t the life s ituation  it represents m akes only  the surface 
layer. H e  will also see th a t ou t o f  this surface layer there emerges an o th er —  
th e  im plied , the  m etaphoric . The im age o f  a ca t crouching under a tab le  to  
av o id  th e  ra in  suggests an  analogy with the sta te  o f  misery and  nostalgic 
restlessness the  young  A m erican w om an is in. This poetic conten t has cond i­
tio n ed  the  specific com position  an d  plo t-structure .

S peak ing  ab o u t the tw o types o f  sho rt stories, i.e. the p lo t short story 
an d  th e  charac ter sho rt story, it should  be em phasized th a t they do  n o t rep ­
resen t th e  on ly  types. T he m ore usual is the so-called mixed type, w hich in ­
c ludes a  g rea t variety o f  stories ranging  from  psychological p lo t sh o rt stories 
(G . G reene 's  "Special D uties") to  short story-essays (S. Lewis's "A m ericans 
in Ita ly . M r. Eglantine") in each o f  which the specific con ten t conditions its 
ow n fo rm  o f  represen tation , i.e. its ow n type o f  com position  and plo t- 
struc tu re .

I t is doubtless, th a t the content always bears w ithin itself the nucleus o f  
the  fo rm .

Plot Structure and Literary Time

L ife events span in tim e; they m ake a sequence o f  the past, the  present 
a n d  th e  fu tu re . Each single event takes the place o f  one th a t has occurred be­
fo re  so  th a t  they all m ay be figured as form ing one stra igh t line. T im e in the 
lite ra ry  w ork  differs from  natu ra l, h istorical tim e. T he narra tive  m ay begin 
a t  an y  m om en t in th e  life o f  the  character an d  end a t any o th e r m om ent, 
w hich is n o t necessarily the one which chronologically  follow s the  form er. It 
m ay  end  w ith  the event th a t preceded those given a t the beginning o r in the 
m id d le  o f  th e  narrative. Tim e in the literary w ork  is called literary  or poetic, 
an d  its  rep resen ta tion  is conditioned by the laws o f  narra tive  litera tu re  and 
th e  w ork 's  con ten t. The difference between a n a tu ra l sequence o f  events and 
th e ir  a rran g em en t (or d isposition) in a w ork o f  narra tive  prose as well as the 
m eaningfu lness o f  this arrangem ent m ay be show n by the exam ple o f  G . 
G reene 's  "T he Q uiet Am erican".

I f  we a rray  in chronological o rder all the m a jo r events n arra ted  in the 
novel, th e ir  sequence w ould be as follows:

a. F ow ler, an  English reporter, and  Pyle, a young  A m erican  on a spe­
cial m ission  in  V iet-N am , m eet a t a hotel in Saigon.

b. T w o m on ths after his arrival Pyle m eets P huong (a young  V ietnam ­
ese girl, Fow ler's m istress) at the sam e hotel.

c. Fowder goes to  the front-line to  file news for his new spaper.
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d. In  the  dead o f  n igh t in the fron t-line village he is aw akened  by Pyle 
w ho has p u n ted  there from  Saigon to  tell F ow ler he loves Phuong.

e. Pyle m akes a p ro p o sa l o f  m arriage to  P huong th ro u g h  F ow ler w ho is 
to  ac t as an  in terpreter.

f. F ow ler m eets Pyle a t a C aodais t cerem ony held near Saigon. O n the ir 
w'ay back to  Saigon they are bo th  trapped  in a paddy-field .

g. F ow ler is given evidence o f  Pyle's subversive activ ity  in Saigon.
h. P h u o n g  leaves F ow ler an d  m oves to  Pyle's place.
i. A  b o m b  explodes in the S quare w ith heavy civilian casualties and 

Pyle ap p ears  to  be responsible for this.
j .  F ow ler a t last "takes sides" an d  decides to  help the V ietnam ese com ­

m unists to  e lim inate Pyle: he invites Pyle to  d ine a t a res tau ran t an d  inform s 
th e  V ietnam ese ab o u t it.

k. Pyle does n o t tu rn  up a t the restau ran t a t the appo in ted  tim e.
1. F ow ler in his flat is anxiously  w aiting fo r Pyle un til m idn igh t when 

he an d  P h u o n g  are suddenly  sum m oned to  the F rench  po lice-sta tion .
m. A t th e  police-sta tion  they are asked to  identify  the  body  o f  Pyle.
n. T h e  F rench  police repeatedly  m ake F ow ler give p ro o f  o f  his alibi.
o. F o w ler is left in peace a t last an d  P huong  is by his side, b u t there is 

little  peace in  his heart.
All the  above-enum erated  events (only the principal ones are enum er­

ated ) could  be represented as m aking one stra igh t line, were they the events 
th a t occurred  in actual life.

In th e  novel, how ever, these events are differently arranged . T he first 
sentence o f  th e  novel— "I sa t and  w aited fo r Pyle in m y room  over the rue 
C a tin a t. H e has said, I'll be w ith you a t latest by ten, and  when m idnight 
h ad  struck  I cou ldn 't stay  qu ie t any longer and  w ent dow n in to  the  street,"
-— plunges th e  reader s tra igh t in to  w hat is p ractically  the denouem ent o f  the 
novel a n d  w h a t we have m arked  as p o in t 1. T he ac tion  then m oves on to  
p o in t m. a t  the  police-station , then back to  w hat chronologically  m akes the 
first item : F ow ler and  Pyle m eet a t a hotel in Saigon, then  again, com e the 
events fo llow ing  Pyle’s m urder: sum m ons to  the F rench  police-station; 
F ow ler's visit to  Pyle's fo rm er flat; Phuong 's re tu rn , etc. These fo rw ard  and 
backw ard  shifts in tim e characterize the p lo t-struc tu re  o f  the novel.

T he sp lit o f  the n a tu ra l tim e sequence in "The Q uiet A m erican" is a de­
vice, and as such it has a  m eaning. F ow ler is the n a rra to r  o f  the events, he is 
also  th e ir  p a rtic ip an t. T he narra tive  is retrospective, i.e. F ow ler does n o t 
n a rra te  the  events as they occur, he speaks o f  them  retrospectively, he re­
creates them , bringing them  to  light from  the past. H e m editates over them , 
fo r he is n o t ju s t  m erely an  observer, he is an active p artic ip an t o f  the  dram a. 
H e is to  ta k e  a  decision, "he is to  take sides". F o r  the m an w ho had  prided  
h im self on  n o t being involved, on being ju s t a reporter, the decision is hard  
to  take. H e is pertu rbed  and  hesitant and this is indirectly  conveyed by the 
split tim e sequence and the nervous rhy thm  it creates. W hen F ow ler finally
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takes sides fo r "one has to  tak e  sides if  one is to  rem ain hum an", he does so 
w ith deep sorrow  which is sum m arily  expressed in the last sentence o f  the 
novel: "E verything had  gone right w ith m e since he (Pyle) had  died, b u t how  
I w ished there existed som eone to  w hom  I could say th a t I w as sorry".

A n o th er vivid exam ple o f  the m eaningfulness o f  literary  tim e represen­
ta tio n  is W .F au lkner's  novel "The S ound and  the Fury". It consists o f  four 
p a rts , each  being entirely self-contained principally  because it is n a rra te d  as 
seen by a different character.

T h e  first p a rt is focused on a 33-year-old idiot. H e is the n a rra to r  o f  his 
ow n feelings, sensations an d  d isto rted  m em ories. T here is no  tim e perspec­
tive a t a ll in th is p a r t as there is no  consciousness o f  tim e fo r the  imbecile. 
T he p as t an d  th e  present as such do  n o t exist fo r him . In his m ind there are 
m ingled  p ic tures o f  w hat m ust have happened  som e tim e ago an d  w hat he 
sees hap p en in g  now.

T h e  second p a r t is a deliriously confused (tem porally  and  them atically) 
n a rra tio n  o f  and  ab o u t Q uentin , the  b ro th e r  o f  the idiot. T he reader g rad u ­
ally com es to  understand  th a t w hat to rm en ts  him  is the th o u g h t a b o u t his 
sister C addy , w ho is ru ined an d  disgraced. T he p a rt ends w ith Q uentin 's su i­
cide.

T h e  th ird  and  the  fou rth  p a rts  a re  different from  the first tw o in  th a t the 
n a rra tio n  here is clear and consistent. T he th ird  p a r t is focused on  Jason , the 
th ird  b ro th er, cruel, tou g h  and  m oney-th irsty . H e narra tes the events as he 
sees them . H e consistently  reports  the  happenings in the fam ily an d  the 
reader sees the im age o f  a ty ran t, com pletely devoid o f  hum ane w arm th  and  
fam ily feeling.

T h e  fou rth  p a rt, narra ted  by the au th o r, is focused upon  Dilsey, an old 
N eg ro  w om an-servant. She alone reta ins good sense in this shattered  h o u se­
ho ld , she is the  stays o f  it.

T here  is no n a tu ra l passage from  one p a r t to  ano ther, th e  tim e perspec­
tive is tw isted o r a ltogether lost. D u e  to  all th is the p lo t structu re  o f  the 
novel m ay  ap p ear to  be oddly  if  n o t confusedly organized. B ut on  perusing 
the w hole b o o k  the reader com es to  perceive the m eaningfulness o f  th is d e ­
vice, i.e. the m eaningfulness o f  the tw isted tim e perspective, o f  the  disunity  
betw een the parts , etc. T he novel n arra te s  ab o u t a decayed fam ily o f  S o u th ­
ern aristocrats , a fam ily th a t had  once been great and  thriv ing bu t now  is d e ­
feated from  w ithin, is d isin tegrated  and  dying. This conten t has cond itioned  
a specific form : the ou tw ard  d isunity  o f  its parts, a lack o f  tim e perspective, 
etc. T hus, w hat m ight seem a t first sight to  be an oddly  loose w riting, when 
viewed from  w ithin , from  th e  conten t, tu rn s  ou t to  be m eaningful an d  co n ­
sequently  w ell-organized.

Composition. T he subject m atte r o f  a literary  w ork (the sequence o f  
events, charac ter collisions, etc.) m ay be represented in a variety o f  ways. In ­
tu itively  o r no t, an  au th o r  chooses his technique according to  his m eaning.
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A  w ork o f  creative p rose  is never hom ogeneous as to  th e  form  an d  es­
sence o f  the in fo rm ation  it carries. B oth very m uch depend on  the view point 
o f  th e  addresser, as the au th o r and  his personages m ay offer different angles 
o f  percep tion  o f  the sam e object. N atu ra lly , it is the au th o r w ho organizes 
th is  effect o f  po lyphony, bu t we, the readers, while read ing  the text, identify  
various views w ith various personages, no t a ttr ib u tin g  them  directly  to  the 
w riter. T he la tte r’s views and  em otions are m ost explicitly expressed in the 
author’s speech (or the author’s narrative). T he unfo ld ing  o f  the p lo t is 
m ain ly  concentra ted  here, personages are given characteristics, the tim e and 
th e  p lace o f  ac tion  are also described here, as th e  au th o r sees them . The 
a u th o r ’s narra tiv e  supplies the  reader w ith d irect in fo rm ation  a b o u t the 
a u th o r ’s preferences and  objections, beliefs an d  con trad ictions, i.e. serves the 
m a jo r  source o f  shap ing  up the  author’s image.

In con tem porary  prose, in an  effort to  m ake his w riting  m ore plausible, 
to  im press the  reader w ith the effect o f  au then ticity  o f  the described events, 
th e  w riter en trusts som e fictitious character (who m ight also p artic ip a te  in 
th e  n arra ted  events) w ith the ta sk  o f  story-telling. T he w riter h im self thus 
h ides beh ind  the figure o f  the  n a rra to r, p resents all the  events o f  the  story  
from  the  la tte r’s v iew point an d  only sporad ically  em erges in th e  n arra tiv e  
w ith his ow n considerations w hich m ay reinforce, o r con trad ic t those  ex­
pressed by the  n a rra to r . This form  o f  the a u th o r’s speech is called entrusted 
narrative. T he structu re  o f  the  en trusted  n arra tiv e  is m uch m ore com plicated  
th a n  th a t o f  the  a u th o r’s narra tive  proper, because instead o f  one com ­
m anding , o rganizing im age o f  the au thor, we have the h ierarchy  o f  the  n a r ­
r a to r ’s im age seem ingly arrang ing  the p ros an d  con tras o f  the  rela ted  p ro b ­
lem  and , loom ing  above the n a r ra to r ’s im age, the re  stands the  im age o f  the 
a u th o r, the tru e  and  actual creato r o f  it all, responsible for all th e  views and 
eva lua tions o f  the tex t and  serving the m ajo r an d  p red o m in an t force o f  tex­
tu a l cohesion and  unity .

E n tru sted  narra tiv e  can be carried ou t in the  Г ' person singular , when 
th e  n a rra to r  proceeds w ith his story openly an d  explicitly, from  his own 
nam e, as, e.g., in ‘T he C atcher in the R ye’ by J .D . Salinger, o r ‘T he G rea t 
G a tsb y ’ by Sc. F itzgerald , o r ‘All the K ing ’s M e n ’ by R .P . W arren . In the 
first b o o k  H olden  C aulfield  him self retells ab o u t the crisis in his ow n life 
w'hich m akes the focus o f  the  novel. In the second book  N ick  C arraw ay  tells 
a b o u t Jay  G atsby , w hom  he m et only occasionally, so th a t to  tell G a tsb y ’s 
life-story  he had  to  lean on the  know ledge o f  o th e r personages too . A nd  in 
the th ird  bo o k  Jack B urden renders the d ram atic  career o f  W illie S tark , h im ­
self being one o f  the closest associates o f  the m an. In the first case the  n a r ra ­
tio n  has fewer deviations from  the m ain line, th a t in the o th e r tw o in which 
th e  n a rra to rs  have to  supply  the reader also w ith the in fo rm ation  ab o u t 
them selves and  their connection  with the p ro tagon ist.

Types of Narration and Narrative Compositional Forms
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E ntrusted  narra tive  m ay be anonymous. The n a rra to r  does n o t openly 
claim  responsib ility  fo r the views and  evaluations b u t the m an n er o f  p resen ­
ta tio n , the  angle o f  descrip tion  very strongly  suggest th a t the  sto ry  is to ld  
no t by the  au th o r  h im self b u t by som e o f  his facto tum s, w hich we see, e.g. in 
the  p rose  o f  FI. O ’C onnor, C. Me. Cullers, E. H em ingw ay, E. C aldw ell.

T he narrative, bo th  the a u th o r’s and the entrusted , is n o t the only  type 
o f  n a rra tio n  observed in creative prose. A very im p o rtan t p lace here is occu­
pied  by dialogue, w here personages express the ir m inds in  th e  form  o f  u t­
tered  speech. In the ir exchange o f  rem arks the partic ip an ts  o f  the  d ialogue, 
w hile discussing o th e r people and  the ir actions, expose them selves too . So 
d ia logue is one o f  the  m ost significant form s o f  the p e rso n ag e’s self­
ch aracteriza tion , which allow s the au th o r  to  seemingly elim inate h im self 
from  the  process.

A n o th e r  form , w hich ob ta ined  a position  o f  u tm o st significance in co n ­
tem p o rary  prose, is interior speech of the personage, w hich allow s the  au th o r  
(and  th e  readers) to  peep in to  the  inner w orld o f  the character, to  observe his 
ideas an d  views in  the  m aking. In terio r speech is best know n  in the  from  o f 
interior monologue, a ra th e r lengthy piece o f  the tex t (h a lf  a  page an d  over) 
dealing  w ith  one m a jo r top ic o f  the charac ter’s th inking, offering causes for 
th e  past, present o r  fu tu re  actions. Short in-sets of interior speech presen t 
im m edia te  m en tal an d  em otional reactions o f  the personage to  the  rem ark  or 
ac tion  o f  o the r characters.

T h e  results o f  th e  w ork  o f  o u r b ra in  are no t in tended  fo r  com m un ica­
tio n  an d  are, correspondingly , structured  in their ow n un ique  w ay. T he 
im aginative reflection o f  m ental processes, presented in the form  o f  in terio r 
speech, being a p a r t o f  the  tex t one o f  the m ajo r functions o f  w hich is com ­
m unicative, necessarily undergoes som e linguistic s truc tu ring  to  m ake it u n ­
derstan d ab le  fo r th e  readers. In extrem e cases, though, th is desire to  be u n ­
dersto o d  by o thers is ou tshadow ed  by the au th o r’s effort to  p o r tra y  the d is­
jo in ed , pu rely  associative m anner o f  thinking, which m akes in te rio r speech 
a lm ost o r  com pletely incom prehensible. These cases exercise the  so-called 
stream-of-consciousness technique which is especially p o p u la r  w ith rep resen­
tatives o f  m odern ism  in con tem porary  literature.

So the personage’s v iew point can be realized in th e  u tte red  (dialogue) 
an d  inner (in terior speech) form s. Both are in troduced  in to  the text by the 
authors rem arks con ta in ing  ind ication  o f  the personage (his nam e o r  the 
nam e-substitu te) an d  o f  the  act o f  speaking (thinking) expressed by such 
verbs as « to  say», «to th ink»  and  their num erous synonym s.

T o  separa te  and  individualize the sphere o f  the  personage, language 
m eans em ployed in the d ia logue and in terior speech differ from  those  used 
in  the a u th o r ’s n arra tiv e  and , in their unity  and com bination , they constitu te  
the  personage’s speech characteristic w hich is indispensable in  the  creation  o f  
his im age in the  novel.
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T he last - the fo rth  - type o f  narra tion  observed in artistic  p rose  is a p e ­
culiar blend o f  the  v iew points and language spheres o f  bo th  the au th o r  and 
the character. It w as first observed and  analyzed alm ost a h und red  years 
ago, w ith th e  term  represented (reported) speech attached  to  it. R epresented 
speech serves to  show  either the m ental rep roduction  o f  a once u ttered  re ­
m ark , o r  the  ch arac ter’s th inking. The first case is know n as represented ut­
tered speech, the  second one as represented inner speech. T he la tte r is close to  
the perso n ag e’s in te rio r speech in essence, b u t differs from  it in form : it is 
rendered in the  th ird  person  singular and  m ay have the  a u th o r’s qualita tive 
w ords, i.e. it reflects the  presence o f  the au th o r’s v iew point alongside th a t o f  
the  character, while in te rio r speech belongs to  the  personage com pletely, 
form ally  too , w hich is m aterialized th rough  the first-person p ro n o u n s  and  
the language id iosyncrasies o f  the  character.

T he fo u r types o f  n a rra tio n  briefly described above are singled o u t on  
the basis o f  th e  v iew poin t com m anding  the o rgan ization  o f  each one. I f  it is 
sem antics o f  the  tex t th a t is taken  as the  foundation  o f  the classification then 
we shall deal w ith  the  th ree narrative com positional form s trad itio n a lly  
analyzed in  poetics an d  stylistics. They are: narrative proper w here the  u n ­
fold ing o f  th e  p lo t is concentra ted . This is the m ost dynam ic com positional 
fo rm  o f  th e  text. T w o o ther form s - description and argumentation - are 
static. T he fo rm er supplies the  details o f  the appearance o f  peop le an d  things 
‘p o p u la tin g ’ the  boo k , o f  the place and  tim e o f  action , the la tte r offers 
causes an d  effects o f  the  personage’s behaviour, his (or the a u th o r’s) consid ­
era tions a b o u t m oral, ethical, ideological and o ther issues. It is ra th e r sel­
dom  th a t  an y  o f  these com positional form s is used in a p u re ’, un in te rrup ted  
way. As a ru le  they in term ingle even w ithin the boundaries o f  a p a rag rap h .

A ll the  com positional form s can be found in each o f  the types o f  n a r ra ­
tion  b u t w ith  strong ly  varying frequencies.

All these form s o f  p resen tation , as a rule, in terre late  in a literary  text, 
w ith one o r  an o th e r  o f  them  standing ou t m ore prom inent.

T he arran g em en t and  disposition  o f  all the  form s o f  the sub ject m atte r 
p resen ta tion  m ake up  th e  com position o f  the literary text.

Genre. T he w ord  "genre" which comes from  French, w here its p rim ary  
m eaning is "a k ind", denotes in the theory  o f  litera tu re  a h istorically  form ed 
type o f  literary  w ork.

As w ith  all o th e r  a r t categories it is the conten t th a t im poses upon  the 
genre its pecu lia r lim ita tions.

W ho represents the  aesthetic reality; w hat p articu la r aspect o f  reality  is 
represented; how  is the  tim e o f  represented events related to  the  tim e o f  
speech —  these and  o th e r factors are relevant to  genre.

I f  it is ou tside events th a t are objectively narra ted  by an au th o r, the 
genre is epic w ith narra tiv e  prose as its m ain variety.
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I f  the  au th o r speaks a b o u t an  aspect o f  reality reflected in his ow n inner 
w orld, if  his em otions and  m ed ita tions are represented w ithou t a  clearly  de­
lim ited them atic  o r tem poral setting, the genre is lyric w ith lyric p o e try  as its 
m ain  variety.

I f  it is p resent day  conflicting  events th a t are represented in  the  speech 
an d  actions o f  characters in the ir in te rre lation  w ith each o ther, the  genre is 
dram atic , w ith different types o f  p lays as its m ain m anifestations.

A n o th er fac to r th a t delim its the  genre o f  w riting is the n a tu re  o f  the  
represented  conflict (fatal fo r the m ain  character, the hero , or, on  the  co n ­
tra ry , easily overcom e by him ) as well as the m oral s tan d  taken  by  the  
a u th o r  an d  expressed in a  pecu lia r em otive quality  o f  w riting (elevated, h u ­
m orous, ironic, sarcastic). In accordance w ith th is fac to r literary  w orks are 
divided in to  tragedy, com edy  an d  drama.

T he volum e o f  the  represented  subject m atte r is yet an o th e r  fac to r 
w hich is relevant to  genre. In narra tive  prose, for instance, the  vo lum e d e ­
lim its such tw o m ain  subdivisions w ithin the genre as novel an d  short story . 
A  sh o rt sto ry  is usually  centered on  one m ain character (p ro tagon ist), one 
conflict, one them e, w hile in a novel alongside the m ain them e there a re  sev­
eral o ther, rival them es; several m in o r conflicts alongside the m ain  conflict, 
rival characters alongside the m ain  character.

A n unalloyed  m an ifesta tion  o f  each o f  the above-m entioned  fac to rs 
m akes w hat is know n  as "pure genre", the type o f  w riting characteristic  o f  
ancient G reek  an d  R om an  lite ra tu re  as well as th a t o f  the R enaissance an d  
C lassicism  periods. Shakespeare 's g reat tragedies, for instance, be it "R om eo  
an d  Juliet", "K ing Lear", "H am let", "Julius Caesar" o r  "M acbeth" rep resen t 
each a  fa ta l conflict fo r the m ain  heroes. The action in each o f  these p lays 
clim bs to  its cu lm ination  and  ends in a catastrophe. T he tone  o f  w riting  is 
im passioned an d  elevated.

In m odern  lite ra tu re  (since th e  18th century) mixed genres a re  p re v a ­
lent. T hus, fo r instance, th e  elevated tragedy o f  S hakespearean days gave 
w ay to  a  m ix tu re  o f  tragedy, and  com edy or, tragedy and d ram a, etc.

T he genre o f  a literary  w ork  m aterializes in a set o f  form al fea tu res im ­
posed upon  by the  conten t. These form al features are: com position , p lo t 
structu re , im agery, speech represen tation , rhythm , etc. Each genre as an  in ­
varian t is m anifested  in different variants. D ue to  this fact we can ap p ly  the  
term  "short story", fo r instance, to  literary  w orks w ritten in d ifferent epochs 
an d  varying greatly  in the ir con ten t representation . S ho rt w orks o f  W . 
Irving, Sh. A nderson , G . G reene, W. F au lkner and o thers are all kn o w n  as 
sh o rt stories. F o r  th e  sam e reason  the w ork  o f  H . F ielding "T om  Johnes, the  
Found ling", T h . D reiser's "The T itan" and  W. F aulkner's "T he S ound  and  
the Fury" are know n  as novels.

G enre  as any o th e r a r t category  is m eaningful in tw o ways. F irs t, b e­
cause, as it has a lready  been show n, it is delim ited by the represen ted  c o n ­
tent, second, because, it itself carries a certain content. T ake, fo r instance,
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the genre o f  a co n tem porary  social-psychological novel. A s a rule, its in ­
volved com position , in trica te  p lo t-structure, varied form s o f  speech rep re­
sen tation , etc. are im posed by the com plexity o f  the described phenom enon  
—  con tem porary  life; a t th e  sam e tim e all these genre-features o f  the  novel 
w ith the ir com plex in terp lay  suggest the com plexity o f  the  represen ted  co n ­
tent: con tem porary  life.

I t should  be said  in conclusion, th a t genre changes w ith th e  passage o f  
tim e. A  w riter in represen ting  his subject m atte r exercises all th e  p o te n tia li­
ties o f  the respective genre. In do ing this he adds new features to  the genre he 
resorts to, thus bring ing  a b o u t gradual changes in the genre. T his ho lds tru e  
to  the  activities o f  m any  ou tstand ing  writers. Classics o f  the  19th century  
such as A. Pushkin , L. T olsto i, F . Dostoyevsky, A. C hekhov, con tem porary  
A m erican a u th o rs  E. H em ingw ay, Sh. A nderson and  o thers have b rough t 
m any  new  features in to  the  novel and short story genres.

Types of Short Stories

S hort stories can  be set anyw here and a t any tim e; they can involve all 
k inds o f  characters, and  can be abou t anything a t all. T here  is no  reason 
w hy we shou ld  classify all sh o rt stories into types. This w ould  be extrem ely 
difficult to  do , particu la rly  w ith the best sho rt stories, w hose sub tlety  and  
them atic  in terest m ake  them  unique. However, particu la rly  am ong  m ore 
'popu lar ' sh o rt stories, w hose aim  is principally  to  en terta in  the reader ra th e r 
th a n  to  raise in teresting questions abou t life, we can d istinguish  various 
types:

detective story spy story travelogue fa ir y  story ghost story  
adventure story m yth  tear-jerker story with social significance
fo lk - ta le  thriller humorous story science-fiction story

legend crime story romantic story spine-chiller
anecdote W estern horror story whodunnit

parable___________tall story_________love story jo k e  ______

Micro-components of Poetic Structure.
Tropes and Figures o f Speech

W ords an d  w ord-groups th a t com pose a literary  tex t are  d raw n  from  no 
o th e r source th a n  th a t o f  the general language. B ut w hen w ords an d  w ord- 
groups o f  the  general language occur in a literary text they are trea ted  as 
elem ents o f  poetic  speech, for in such a text they acquire a m eaningfulness 
conditioned  by the  w hole poetic content o f  the literary text.
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A m ong  w ord-sequences th a t constitu te a literary text there occur, how ­
ever, such, w hich seem to  be specifically patterned  —  sem antically, lexically, 
syntactically , phonetically . These are the so-called tropes and  figures o f  
speech. T heir pa tte rn ed  n a tu re  m akes them  different from  all o th e r  w ord- 
sequences o f  the  literary  text and  m ore or less easily recognizable un its  o f  
poetic  speech.

T ropes an d  figures o f  speech have been w orked o u t in ph ilo logy  and  
rheto ric  since anc ien t tim es. In  the  tim es o f  classicism w hen w riting  was 
greatly  o rnam en ted  it was often though t th a t style itself consisted in their 
use.

N ow adays, when w riting (especially narrative prose) has becom e less 
decorative, th e  ro le o f  som e o f  these typified pa tte rn s o f  expression has 
greatly  dim inished. Indeed, som e o f  them  have been alm ost com pletely  
ab an d o n ed  o r  occur so rarely  th a t the technical term s for them  have  been 
fo rgo tten . B ut o thers rem ain essential elem ents o f  the literary  tex t an d  the ir 
know ledge is indispensable fo r a  m ore p ro found  understand ing  o f  poetic 
conten t.

T he p rincip le  m anifested in tropes is th a t o f  analogy. Som e sim ilar fea­
tu re  in  o therw ise dissim ilar th ings is discovered and  the discovered sim ilarity  
suggests an  im age o f  th a t w hich is described. U nits o f  poetic  speech th a t  be­
long  to  tropes are: simile, m etaphor, m etonym y and  m etaphoric /m etonym ic 
epithet. T he o th e r collective term  fo r them  is im agery.

F igures o f  speech are: parallel constructions, fram ing, a n a p h o ra , 
ep ipho ra , a llite ra tion , antithesis, aposiopesis and  others. T he o rganizing  
axes in these are recurrence, analogy/contrast, incom plete rep resen ta tion .

In  a literary  text units o f  poetic  speech rarely represent a p u re  case o f  
one o r  the  o th e r o f  the above m entioned groups, the bu lk  a re  o f  a mixed 
type. It m ay be due to  th is fact th a t the term s "im agery (tropes)" an d  "figures 
o f  speech" are  som etim es indiscrim inately used by scholars o f  style.

Style

T he orig inal m eaning o f  the  w ord "style" was a w riting  im plem ent, a 
po in ted  object o f  bone o r  m etal fo r inscribing wax. B ut already  in C lassical 
L atin  th e  w ord  acquired  a  term inological m eaning. It cam e to  deno te  one's 
w ay o f  expressing oneself. L ater, in French, the w ord acquired  an  evaluative 
tin t, it cam e to  denote a good way o f  expressing oneself. 'Style' a lso  denoted  
th e  expressive m eans used in poetry  and prose, specifically tropes a n d  figures 
o f  speech, expressive m eans used by an au th o r in his literary  w orks. A ll these 
rem ain  to  be a  field o f  philological study.

W ith  the  developm ent o f  the  theory o f  language, on the one h an d , and 
the  theo ry  o f  literature , on  the other, the m eaning o f  "style" cam e to  be 
m odified as style in language and style in literature.
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Style in language is understood  to  be the whole corpus o f  expressive 
m eans o f  the  language. T his view was first proclaim ed by C h. Bally in his 
"S tylistique F rangais" (1909) to  be la ter developed in num erous w orks on 
style, am ong  them  those o f  V.V. V inogradov, R.A . B udagov and others.

In A chm anova 's d ic tionary  o f  linguistic term s "style" is defined as a 
subsystem  (w ithin the  language system) with its own vocabulary , p h raseo l­
ogy an d  syntax. It differs from  other subsystems p rim arily  by expressive 
p roperties o f  its elem ents an d  by the fact tha t it is connected w ith a  certain  
sphere o f  function ing  (everyday life, science, business, literature , etc.). T he 
b ranch  o f  linguistics th a t m akes a  study o f  expressive p roperties o f  linguistic 
un its as well as th e  spheres o f  their usage is called linguo-stylistics.

Style in imaginative literature. Com plexity o f  the phenom enon  o f  
Im aginative L ite ra tu re  an d  o f  L iterary  W ork, fo r th a t m atte r, breeds, am ong 
o ther things, a  varie ty  o f  approaches to  their style.

In  co n tem p o rary  studies o f  style several trends stand  o u t p rom inen t. 
M ost e labo ra ted  am o n g  them  is the so called linguistic trend . Style o f  a liter­
ary  w ork, it claim s, m anifests itself verbally. C onsequently, style can  be a p ­
preciated  as a resu lt o f  an  analysis o f  verbal sequences constitu ting  a  literary  
text.

T he theore tical p o in t o f  departu re  in such studies o f  style is the  concept 
o f  the norm .

Stylistic no rm  is u n d ersto o d  to  be th a t which characterizes m ost if  n o t 
all texts o f  d ifferent types. It is a  statistical means. T he o ther term s fo r stylis­
tic n o rm  are  "zerostylistic reference", "stylistic neutrality". T hose w ho p ro ­
ceed from  such a concept o f  the norm  regard style as an  ind iv idual deviation  
from  the norm , a choice (K . Vossler, L, Spitzer, C. Brooks, R . P. W arren). 
T he choice o f  an  elem ent o u t o f  a num ber o f  o thers provided  by the  la n ­
guage fo r the  expression o f  a given sense is understood  to  be a stylistic 
choice. E .g. I tru s t you; I have tru st in you; I have confidence in you; etc.

A  w riter's style, in  term s o f  this conception, is his ind iv idual and  crea­
tive u tiliza tion  (choice) o f  the resources o f  the language; the lim ita tions upon  
the choice are superim posed  by the writer's period, his genre an d  his p u r ­
pose.

Viewed by the  reader, the  style o f  a literary w ork is th a t w hole o f  the 
con ten t and  its linguistic expression th a t m anifests itself in a  certain  effect.

A  num ber o f  feasib le m ethods have been w orked out in recent years on 
the  basis o f  a linguistic ap p ro ach  to  style.

T he m ethods rest, fo r the m ost part, upon con tem porary  linguistic 
theories such as th e  speaker— hearer linguistics, the sem antic field theory , 
q u an tita tiv e  linguistics an d  others. These linguistic theories b ring  system 
in to  the field o f  research  w here form erly wholly im pressionistic studies were 
prevalent.

In tensive w ork  in the  study o f  style is being done by the L eningrad 
ph ilo logists (A rnold , D iak o n o v a , Silm an and others). O f special in terest in
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the  presen t case is the m ethod  w orked o u t by I.V. A rnold  and  her follow ers. 
It is based u p o n  the assum ption  that:

1) A literary  text is a com plete and  undivided structu re  o f  in te rdepend ­
en t elem ents: all elem ents o f  the  text are equally  conductive to  the  u n d e r­
stand ing  o f  th e  whole.

2) M eanings m ost essential for the understand ing  o f  the w hole con ten t 
recur in th e  tex t and m ake up its them atic  basis. These m eanings m ay be ex­
pressed by recurren t w ords, by  recurren t semes (different sound com plexes 
w ith  sim ilar m eaning com ponents) and  by recurren t them es. M eaningfulness 
o f  th e  recurren t elem ent is generally signalled by coupling, i.e. by  the occur­
rence o f  sim ilar elem ents in sim ilar positions w ith the resulting in te rconnec­
tio n  o f  all elem ents o f  the text.

3) R a re  w ords an d  rare  (sem i-m arked) w ord-groups o f  a g rief ago type 
usually  signal the  text's m ost significant m eanings.

W hile read ing  the text one, line by line, observes the  recurren t w ords 
an d  the  m eanings they convey, as well as recurren t m eanings con tained  in 
d ifferent lexical units.

T he recurren t lexical un its  give the reader an idea o f  the w ork 's them e, 
w hile ra re  w ords and  w ord-groups as well as recurren t semes w ith in  specific 
syntactic an d  phonem ic structures reveal the w hole content.

T he m ethod  has been found  especially useful in the analysis o f  those 
w orks o f  p oe try  w hose conten t is com plicated and  involved.

T here a re  o ther approaches. T hose th a t proceed from  the fact th a t lit­
e ra tu re  is p rim arily  one o f  the  arts  (with all the differences th a t there are be­
tween them ) m ay be tentatively  defined as an aesthetic trend. Basic assum p­
tio n  in such a trend  is th a t a literary  w ork though  expressed in w ords, does 
n o t exhaust itself in linear w ord sequences. It involves b o th  linear (verbal) 
and  non -linear (supraverbal) com ponents, such as com position , genre, im ­
age and  the like. The style o f  a literary' w ork is considered to  be a un ique 
w hole o f  all the linear and  supralinear com ponents. T he difficulty o f  the 
style analysis arises from  the fact th a t linear and  supralinear com ponents are 
n o t coincident w ith each other.

(From: Sosnovskaya V.B. Analytical Reading. М.: H igher School. 
1974. P. 34-74; Kukharenko V.A. A Book o f  Practice in Stylistics. 
М.: H igher School. 1986. P. 100-103. M odem  Short Stories. Pren­
tice Hall International. 1992)

Points for Discussion

1 The system o f images in a work o f imaginative literature.
2 The theme and the idea of a literary work.
3 The plot structure and its main components. Types o f short stories according to

the plot structure.
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4 Literary time vs. historical time. Simultaneous, retrospective, prospective nar­
rative.

5 Types o f  narration observed in creative prose.
a) the author’s narrative / entrusted narrative (1st person narration, 3rd per­

son narration, anonymous narrative);
b) the character’s speech (uttered speech, interior speech);
c) mixed types (indirect speech, uttered represented speech, inner repre 
sented speech).

6 Narrative compositional forms in a literary text.
a) narrative proper;
b) description;
c) argumentation.

Assignm ents

1 Formulate the theme and the poetic idea:
a) o f  the book chosen for your individual reading;
b) o f  the story «I Knock at the Door» by Sean O ’Casey. Identify rival 
them es if  any.

2 Produce examples from English (American) imaginative literature illustrating 
open (closed) plot structure o f the text. Which type o f short story do you prefer: 
an action short story or a character short story? Account for your preferences.

3 Define the type o f  O ’Casey’s story from the point o f view o f its plot.
4 W hat types o f narration and narrative compositional forms do you find in this 

story? W hat functions do they perform?
5 Explain the following notions:

flash-forw ard flash-back
narrative compositional form entrusted narrative
short in-sets o f  interior speech graphon
defeated  expectancy stream o f  consciousness

Further Reading

1 Г альп ери н  И .P. Т екст как  объект лингвистического исследования. 
М .: Н ау к а , 1981.

2 К ухарен ко  В.А. И нтерпретация текста. М.: П росвещ ение, 1988. С . 3- 
14 ,68-189.

3 П елеви н а Н .Ф . С тилистический анализ худож ественного текста. Л .: 
П росвещ ение, 1980. С. 83-184.
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Part II

Sample Texts for Linguo-Stylistic Analysis

«Reading a good story or essay is 
one o f  the most enjoyable - and  
therefore one o f  the best - roads 

fo r  the explorer o f  a foreign  lan­
guage and o f  strange social and  
cultural climates»

(T .U . Sachs ‘N ow  R ead  O n ’)

I KNOCK AT TH E D O O R
(b y  Sean O 'C asey)

1 T he sto ry  1 kn o ck  at the door is from  Autobiographies by Sean O 'C asey 
(See Biographical Notes). It is the last chap ter o f  the first volum e which, 
too , has the  title  o f  I  knock at the door. R ead  the story try ing to  get the 
general idea o f  it.

Jo h n n y 's  m o th er was very concerned ab o u t his education . So was A r­
chie in a hazy an d  bullying k ind  o f  way; and  so was Ella, w ho was nursing  
her first b aby  an d  whose husband  was soon to  bid good-bye to  the arm y 
forever. E lla 's education  o f  her own h u sband  was a failure, as Johnny  said 
grum bling ly , an d  now  she w anted to  fix her teeth in him . M any  and m ighty 
w ere the  collogin th a t w ent on  between her a n ’ her m o ther ab o u t p o o r 
Johnny 's  ignorance o f  all things.

O ne day  E lla came, bringing a bundle o f  clothes for her m other to 
w ash; w hen the  w ashing w as over, they sa t dow n to  a cup o f  tea an d  a 
crum pet, to  s ta rt the ta lk  all over again.

"I k n o w  he can 't be let go on as he's goin'," said M rs. Casside, "or, when 
he's a m an , he w on 't even know  the num ber on his ow n hall-door. H e m ust 
be ta u g h t som ething, even though he can 't go to  school. The last th ing  
th ro u b lin ' y o u r p o o r father's m ind, before he died, was th a t Johnny  was 
b o u n d  to  grow  up  a dunce."

E lla supped her tea, and th o u g h t fo r a m om ent.
"I c a n ’t help th ink ing  th a t he should  have been kept to  school, in spite 

o f  his eyes," she said. "Oh, 1 know  the docto rs said he m ustn 't," she w ent on 
swiftly, to  forestall her m other w ho was opening her m outh  to  speak; "but
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the  docto rs haven 't to  rea r him . A  com m on labou re r is all he'll be able to  be 
w hen the  tim e com es fo r him  to  take his place in life."

Y o u r ow n h u sband  w on 't be m uch m ore, though t her m other; but she 
held her tongue.

"A com m on labou re r,"  w ent on  Ella, "if he's sth rong  enough even for 
that.. It was a  sad m istake no t to  have let him  go to  the B lue-coat School, 
a fth e r all the tro u b le  the  rec to r and  M r.P urefoy  to o k  to  get him  adm itted ."

H er m other's  m ou th  hardened .
"T hat's  all over an ' done w ith," she said. "As long  as I live, the boy'll 

never set fo o t in  an  institu tion ."
"H e’d be well fed an ' clad, anyw ay," re to rted  Ella.
"They 're a lo t, b u t they 're n o t everything. T he boy  hasn 't m uch here, 

b u t he has a hom e."
T here  had  been a  great how -do-you-do ab o u t this B lue-coat School fo r 

Johnny . E lla  an d  A rchie had  fed him  w ith the g randeur o f  the  boys' lovely 
b lue un ifo rm , w ith  its deep co llar and  cuffs o f  chrom e yellow, long  trousers, 
g lengarry  cap, b lucher boo ts  th a t were fastened with buckle and  strap , and, 
lastly , a  n a tty  cane to  be carried  under the arm . T he b ro thers in the arm y 
h ad  w ritten  hom e to  say the idea w as a  g rand one; an d  Johnny , him self, had  
pressed his m o th e r to  agree. B ut his m o ther had  stood  o u t aga in st them  all; 
an d  every tim e Jo h n n y  p leaded all the good  things ab o u t the  school, she p u t 
him  o ff  w ith, "Y ou 're  far betther o ff as you are here."

"They 'd  teach  h im  his religion," went on Ella.
"They 'd  h am m er it in to  him , Ella. Every tu rn  he'd ta k e  w ould be 

chronicled; an d  if  o n e  w asn 't done as they had  planned , the boy 'd  be broken  
in to  the ir way o f  d o in ' it; an ' Johnny 's m y boy, an ' no t theirs. I f  they're an x ­
ious to  feed him , let them  feed him  here; if  they 're anxious to  clo the him , let 
them  clo the h im  here. I'm  n o t goin ' to  have th e  life in him  cow ed o u t o f  him , 
as long  as I can  p reven t it. There's no  use o f  h a rp in ’ on  the B lue-coat School, 
fo r m e m ind 's m ade up  —  the boy w on 't go in to  i t .’

"I'm  argu in ' on ly  fo r the  boy's ow n good," said Ella righteously.
"Everyone's advisin ' me abou t the boy, says he's argu in ' only  for the 

boy 's ow n good."
"Y ou 've on ly  to  lo o k  a t him ," said  Ella, "to see w hat's happen ing  —  he 

has hard ly  an y  forehead  a t all."
"I'm  doin ' all I can ab o u t tha t, an ' it's certainly a little be tth e r th an  it 

w as," said the  m o ther. "Three tim es a day I brush  it o ff  his fo rehead  as hard  
as I can  fo r m ore 'n  q u a rte r  o f  an hour; an ' the ha ir grow in ' close to  his eyes 
is b o u n d  to  w ear aw ay in tim e. An', after brush in ' it a t n ight, I p u t a tigh t 
b an d ag e  to  keep a  pu ll up on the hair while he's asleep. Even if  his eyes p re ­
vent him  from  leam in ' m uch, aself, I'll n o t let him  go th rough  life w ith a low 
fo rehead . I'd like to  do som ething for his teeth, bu t they’ll have to  ta k e  their 
chance."
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E lla w ent over to  rum m age am ong  the books left behind as unsalab le 
o u t o f  her father's fine store. She b ro u g h t back  a Superseded Spelling-book, 
by Sullivan, w ho held th a t by learn ing  affixes and  suffixes, L atin  an d  G reek 
roo ts, you could  net w ords in hundreds, as against the old m ethod  o f  fish­
ing, one w ord  up a t  a tim e; a R ead ing  Lesson B ook; a Prim er o f  G ram m ar; 
an d  sim ple Lessons in G eography .

"H ere," she said, "is all h e ’ll need for the present. M ake him  learn  the 
p a r ts  I've m arked  in  each b o o k , an ', if  he learns a like lo t every day  fo r a 
year, he'll know  a little at the end o f  it."

Jo h n n y  w as b ro u g h t in  from  the  street, and  to ld  w hat he had  to  do.
"I'm  n o t goin ' to  do  it," he said viciously; "I w on't do  it. I'm  good 

enough  as I am ."
"Very well," said his m o th er firm ly, "at the end o f  the week, no  penny  

fo r y o u r Boys o f  L o ndon  an d  N ew  Y ork . Rem em ber, no  lessons, no  penny  
fo r  y o u r paper."

Jo h n n y  w as beaten. H e'd  as lief lose his life as lose the  stories o f  O ld 
K in g  B rady, the  W onder D etective, Red Eagle, the F riend  o f  the Palefaces, 
o r  F ro m  B ootb lack  to  B roker, the  story  o f  business life in N ew  Y o rk , all o f  
w hich his m o th er helped h im  to  read  when he b rough t the paper hom e.

A fter E lla h ad  read  the  big w ords fo r him , he p u t on his cap, an d  sa u n ­
tered  gloom ily o ff  to  w here the re  w ag a strip o f  w aste g round near the  ra il­
w ay, covered w ith  coarse grass, dandelions, daisies, dead m ettles, p lan ta in s, 
rag-w orts, and  odd  scarlet p im pernel, and patches o f  scarlet poppies. 
C hoosing  a  fa ir spo t o f  grass, bo rdered  w ith poppies and  daisies, he sat 
dow n, opened his books, w atched, fo r a  m om ent, bees busy in  a  clum p o f 
clover; an d  then  began his studies.

G ram m ar, he tried  to  read, is the a r t  o f  speaking, reading an d  w riting  
the  English language correctly . It is divided in to  four parts, nam ely, O rth o g ­
raphy , E tym ology, Syntax, an d  Prosody. O rthog raphy  deals w ith the  a r t o f  
spelling; E tym ology  w ith the  origin and  derivation o f  words; Syntax  w ith 
the  p ro p e r construc tion  o f  sentences; and  Prosody with the laws an d  rules o f  
poeth ry .

'C urse o 'G od  on it!" he m uttered , "isn't it terrible!"
H e opened th e  R eading  B ook, an d  found  th a t E lla had m arked  th e  first 

few verses o f  T he B rook, by T ennyson.
"W ho the  hell's T ennyson? " he asked himself, as he slowly recited:

I com e from  hau n ts  o f  coo t and  hern,
I m ake a  sudden sally
A nd spark le  o u t am ong  the fern,
T o  bicker dow n a valley.
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"C oo t an ' hern ," he m urm ured; "I w ondher w hat they are? M ust be 
som e k in d a  birds, m a says; b u t w hat k in d a  birds?" H e knew  well the  k in d a  
b irds sparrow s were; n o t w orth  a tuppenny  dam n, for even Jesus said  th a t 
tw o o f  them  were sold in Jerusalem  fo r a farthing; indeed, you  w ouldn 't get 
even th a t fo r a dozen o f  them  in D ublin . H e had  seen a redpoll, a  green lin ­
net, a th ru sh , a  b lackb ird , and  a  goldfinch, all in cages; they  were all the 
b irds he had  seen so far; b u t he had  never even heard  o f  a  coo t o r  a hern. 
B ut th is k in d a  m o p in ’ll never get on  w ith the w ork; and  he s ta rted  to  recite 
again:

By th irty  hills I h u rry  dow n,
O r slip betw een th e  ridges,
By tw enty  tho rps, a  little  tow n,
A nd  h a lf  a h u n d red  bridges.
Till last by  Philip 's farm  I flow 
T o  jo in  the  b rim m ing  river,
F o r  m en m ay com e and  m en m ay go,
But 1 go on  fo r ever.

"O nly one m ore  verse," m urm ured  Johnny , "only one m ore river to
cross."

I ch a tth e r over s tony  ways,
In little sharps an d  trebles,
I bubb le  in to  eddying bays,
I b abb le  on  th e  pebbles.

S harps a n ’ threb les —  w hat did they m ean? H e knew  th a t to  be sharp  
m ean t to  have an  edge on any th ing  th a t w ould cut, i f  you w eren 't careful; 
b u t w hat had  sharp  to  do  w ith  the runn ing  w ater o f  a b rook? A nd w h a t was 
a  threble? H e sighed. T h e  useless and  puzzlin ' th ings they m ade him  learn. 
H e knew  w hat the  sea was, because he had seen it a t S andym ount. A nd a 
river, too , fo r one flow ed th ro u g h  the city. W hat was the use o f  ask in ' him  to 
learn  w hat th ings w ere w hen he knew  w hat they were already? B ut w hat 
a b o u t the ir ow n river, the  Liffey? W here did it m ake its start? N o  one could 
tell him . H is m o th e r d id n 't know ; E lla d idn 't know ; A rchie d idn 't know . 
Som ew here o r  an o th er, w as all they could say. D idn 't he know  th a t himself! 
A n' they’re cross w ith you over som ething you do n 't know , a n 'ju s t  as cross 
w hen you ask  them  som eth ing  they do n 't know  themselves. T ak e  the T olka. 
T h a t w as called a river, yet it was only  the size o f  a b rook , fo r  he had  pad- 
died in it, and  h ad  filled a j a r  with m innow s o u t o f  it. Y et it w as the  river 
T o lka . Puzzle, puzzle, puzzle. O f  course he rem em bered the tim e it flooded 
the ro ttin g  little  w hite-w ashed cottages on its bank , and sw ept aw ay swift the 
s ta tue  o f  the  Blessed V irgin standing  in the m uddy space beside the  river.
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T he sta tue  had  floated  back  again  against the flow, like bread  cast upon  the 
w aters, re tu rn ing  afte r m any  days, and  stayed floating  beside the houses, till 
it was taken  up, cleaned, p a in ted  b lue and white, and pu t back on its pedes­
tal again. Y es, when it w as in  flood , the T olka was a river; b u t every o ther 
tim e, it was only  a  b rook .

A  slender shadow  fell across the  poppies and  the daisies. Jo h n n y  looked 
up, an d  saw  Jennie C itheroe s tand ing  beside him . Each eyed the  o th e r fo r a 
few m om ents, shyly, in silence.

"Just cornin ' from  school?" he asked.
"Yes," she answ ered, "just back  from  school. W hat are you do in ' with 

the school books?"
"Just hav in ' a  little lo o k  a t them ."
She m ade a  p lace beside th e  poppies, passed a hand  along  her sk irt to  

tuck  it in, sa t dow n beside him , an d  fingered the books.
"Oh, I'm  in the  fifth  s ta n d ard , now ," she said, "and I passed o u t o f  these 

years ago. I'm  learn in ' Euclid  an ' everything."
Jo h n n y  gathered  the  b o o k s  up  an d  stuffed them  in to  his pocket.
"Y ! know  th e  river Liffey?" he asked.
'"C ourse I do."
"Well, w here does it s ta r t from ?"
"H ow  w here does it s ta rt from ?" she asked vaguely.
"W here does it begin; w here can you find it a thrickle before it swells 

in to  a river?"
"It's no t m en tioned  in an y  o f  my books," said Jennie, "so it m ustn 't 

m uch m atter. D 'ye know  yourself?"
"'C ourse 1 do."
"W here does it s ta rt, then?"
"A h," said  Jo h n n y  m ockingly , "let the great scholar go an ' find out."
Jennie p icked  a daisy, an d  began to  p luck  the petals off, one by one, 

m urm uring , "this year, nex t year, som etim e, never; this year, next year, 
som etim e, never; th is year — " a n d  she let the last petal fall on  the  grass.

"This year, w hat?" he asked.
"I'm  goin ' to  be m arried ," she said roguishly.
"W ho 'r you  goin ' to  m arry?"
"A h," she said , m ockingly , "let the great scholar go an ' guess."
H e caugh t h e r by the  shoulders, and  pulled her back tow ards him .
"Tell m e w ho 'r you goin ' to  m arry , o r I'll hold  you like this forever."
"Y ou co u ld n ’t hold m e a second longer, if  1 thried to  b reak  aw ay," she 

said defiantly.
H e pulled  her back till her b row n curls were pressed against his chest, 

and  her deep b row n  eyes were look ing  up in to  his.
"Y ou ju s t  th ry  to  get aw ay," he m ocked.
She m oved, b u t p u t no  big effort in to  it, and then lay quiet, looking  up 

in to  his face, sm iling. Suddenly  he bent dow n and kissed her tw ice h a rd  on
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the m ou th . Then he shoved her aw ay in sudden sham e, his face flushing. H e 
ju m p e d  up and  m ade o ff th rough  the poppies and dead nettles, frightened at 
w hat he h ad  done.

"I'll tell m e m other," she cried out after him .
"Tell her, then ," he said defiantly, looking back  a t her, still sitting  

am ong  th e  poppies, w ith a w hite butterfly  flu ttering  near her. "I do n 't care 
w hether you  do  o r  no."

G irls tell the ir m others everything, he thought, resentfully, as he w alked 
aw ay. W hy d id  she let him  kiss her, anyw ay? She could  easily have b roken  
aw ay, if  she w anted . She was m ore to  blam e, really, th an  I was. O h, let her 
tell, i f  she likes.

H e to o k  th e  R ead ing  L esson-book ou t o f  his pocket, opened  it, and  re­
cited:

I cha tthe r, ch a tth e r as I flow
T o  jo in  the  b rim m ing  river,
F o r  m en m ay com e an d  m en m ay go,
But I go on fo r ever.

W ell, he'd  learned poeth ry  and had  kissed a girl. If  he h ad n ' gone to 
school, he 'd  m et the  scholars; if  he hadn ' gone in to  the  house, he had  
knocked  a t th e  doo r.

A A A

2 W hat do you know about the genre o f  autobiography? It is widely held that an 
autobiography presents a kind of document, a record o f  social, educational 
and religious conditions that have passed away. It may also be a study o f  the 
development o f  one’s attitudes and moral views during the progress o f  in­
fancy and adolescence. In what way does the given text differ from ‘classical’ 
autobiographies? Re-read the story looking up any words you want to know 
the meaning o f in a dictionary.

3 Discuss the surface layer o f the story. W hat type o f  plot structure does it 
have? W hich components o f the plot reveal the main theme o f  the story? Can 
you specify any by-themes?

4 W hat technique does the author choose to represent the subject m atter (first 
person, third person, entrusted, anonymous narrative)? How are the author- 
narrator-character relationships organized within the story? W hy do you think 
a specific angle o f  perception is chosen?

5 W hat types o f  narration and narrative compositional forms is the story built 
upon? W hat is their function in shaping the characters’ images? Analyze the 
vocabulary o f the story with regard to its stylistic reference. W hich connota-
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tive effects do colloquialisms and literary-bookish words acquire in the text? 
Point out the cases o f direct and indirect speech characterization specifying 
their function.

6 How  is the interdependence o f  the verbal and supraverbal layers realized in 
the text? W hich principles o f  poetic structure cohesion help the author 
achieve the unity o f content and form? State the functions o f  these principles 
in relation to the character’s images and the author’s message.

7 M ake a character sketch o f  Johnny. Which episodes o f  the text pertain to the 
description o f  the boy’s appearance and inner world? Pay attention to the de­
scription o f  the scenery and the role it plays in conveying the emotional at­
mosphere o f  the story. W hy does the author introduce the poem  by Tennyson 
into the narration? W hat feelings and ideas does the poem evoke in the boy? 
Give the analysis o f  his inner represented speech. Enumerate the elements o f 
phonetic, morphological, lexical and syntactic levels which are being fore­
grounded by the author while portraying Johnny.

8 Give a detailed characterization o f Ella and Johnny’s mother. In w hat way do 
their views concerning Johnny’s education reflect their attitude to the boy? 
How are these personages depicted by means o f the dialogue? Speak on the 
function o f  dialect idiosyncrasies found in the text. W hat other expressive 
means and stylistic devices does the author employ?

9 How would you characterize Jennie Cltheroe? What details o f  her action and 
speech help the reader draw the visual portrait o f  the girl? Analyze the dia­
logue betw een Johnny and Jenny. Pick out emotionally coloured w ords that 
build up the climax o f  the story. W hat other expressive means and stylistic 
devices ar e used to impart the atmosphere of this episode?

10 Analyze the denouement and state the function o f the last paragraph in dis­
closing the main idea o f  the text. How is it connected with the title o f  the 
chapter and o f  the volume?

11 How would you describe the author’s manner o f narration? W hat specific 
features o f  his style give the chapter the tone o f an impassioned and realistic 
writing, o f  a subtle and delicate revelation?
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TRIBUTE
(b y  A lfred  Coppard)

1 A. C o p p a rd ’s Tribute represents a special literary form  - the  pam phlet. 
N ever going deep in to  the subject a pam phlet offers w itty, sharp , and o f­
ten satirical com m ents, criticizing shortcom ings o f  the po litica l and  so ­
cial system . A  pam p h le t m ay touch  upon  topics connected w ith  m orals 
an d  ethics, w ith  religious, philosophical and educational issues. W hile 
read ing  Tribute jo t  dow n several po in ts which as you th in k  m igh t be the 
ta rge t o f  the a u th o r’s criticism.

T w o honest young  m en lived in B raddle, w orked together a t the sp in ­
ning m ills a t B raddle, and  courted the sam e girl in the tow n o f  B raddle, a 
girl nam ed  Patience w ho was p o o r and pretty . O ne o f  them , N a th a n  R egent, 
w ho w ore clo th  u ppers to  his best boots, was steady, silent, an d  dignified, 
b u t T ony  Vassal the  o ther, was such a happy-go-lucky fellow th a t he soon 
carried  the  good will o f  Patience in his heart, in his handsom e face, in  his 
pocket a t the  end o f  his nickel w atch  chain, o r w herever the sign o f  requited  
love is carried  by the h ap p y  lover. T he v irtue-of steadiness, you see, can be 
m easured on ly  by  the  years, and  thus T ony had  p u t such a h u rry  in to  the 
tender bosom  o f  Patience; silence m ay very well be golden, b u t it is a cu r­
rency n o t easy to  nego tiate  in the k ingdom  o f  courtship ; d ignity  is so m uch 
less th a n  sim ple faith  th a t it is unable to  m ove even one m ou n ta in , it charm s 
the hearts on ly  o f  b ank  m anagers and bishops.

So Patience m arried  T ony  Vassal! and N ath a n  tu rned  his a tten tio n  to  
o ther things, am ong  them  to a girl w ho had  a nea t lifjle fo rtu n e  —  an d  N a ­
th an  m arried  th a t.

B radd le  is a large g au n t hill covered w ith dull little houses, and  it has 
flow ing from  its side a stream  which feeds a gigantic and  beneficent m ill.' 
W ithou t th a t mill —  as everybody in B raddle knew, fo r it was the re  th a t eve­
rybody  in B radd le w orked  —  the heart o f  B raddle w ould cease to  beat. T ony  
w ent on  w ork ing  a t the  mill. So did N a th a n  in a way, b u t he h ad  a cute a m ­
bitious wife, an d  w hat w ith her m oney and influence he w as soon  m ade a 
m anager o f  one o f  the  departm ents. T ony  w ent on w ork ing  a t th e  mill. In a 
few m ore years N a th a n 's  steadiness so increased his o p po rtun ities  th a t he 
becam e jo in t m anager o f  the whole w orks. Then his colleague died; he was 
appo in ted  sole m anager, and his wealth becam e so great th a t eventually  N a ­
th a n  an d  N a th a n 's  wife b ough t the entire concern. T ony  w ent on  w orking, 
the mill. H e now  h ad  tw o sons and a daughter, N ancy, as well as his wife 
Patience, so th a t even his possessions m ay be said to  have increased a l­
though  his position  was no  different from  w hat it had been fo r tw en ty  years.

T he Regents, now  living ju s t outside Braddle, had  one child, a d augh ter 
nam ed Olive, o f  the sam e age as N ancy. She was very beau tifu l and had
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been educated  a t a school t*o w hich she rode on a bicycle un til she w as eigh t­
een.

A b o u t th a t tim e, you m ust know , the country  em barked u p o n  a d isas­
tro u s cam paign, a w ar so ca lam itous th a t every sacrifice was d em an d ed  o f  
B raddle. T he B raddle m ills were w orn from  their very bearings by  th e ir  co ­
lossal efforts, increasing by day  o r by n ight, to  provide w hat w ere called the 
sinews o f  w ar. A lm ost everybody in B raddle grew w hite and  th in a n d sullen 
w ith the stra in  o f  constan t lab o u r. N o t quite everybody, fo r the  R egen ts 'fe- 
ceived such a  vast increase o f  w ealth  th a t their e ^ s ^ p l? k |e d ;  they  scarcely 
knew  w hat tp  do  with-it; the ir faces were neither white no r sullen.

tim es like these," declared  N athan 's  wife, "we m ust help o u r co u n try  
still m ore, still m ore  we m ust help; let us lend our m oney to  the coun try ."

"Yes," said N a th a n .
So they lent the ir m oney to  the ir country. T he country  paid  them  tr ib ­

ute, and  therefore, as the Regents' w ealth  continued to  flow  in, they  helped 
the ir coun try  m ore and m ore; they even lent the tribu te  back  to  the  co u n try  
an d  received yet m ore  tr ib u te  fo r tha t.

"In tim es like these," said the  country , "we m ust have m ore m en, m ore  
m en we m ust have." A nd so N a th a n  w ent and sa t upon a T ribunal; for, as 
everybody in B raddle knew, if  the mills o f  Braddle ceased to  grind, th e  heart 
o f  B raddle w ould  cease to  beat.

"W hat can we do  to  help o u r country?" asked T ony V assall o f  h is m as­
ter, "we have no  m oney to  lend."

"No?" w as the reply. "B ut you can give your strong  son D an."
T ony gave his son D an  to  the country.
"G ood-bye, dea r son," said  his father, and his b ro ther an d  his sister 

N ancy  said  "G ood-bye." H is m o th er kissed him.
D an  w as killed in battle; his sister N ancy  to o k  his place a t the  mill.
In a little while the neighbours said to  T ony  Vassall: "W hat a  fine 

strong  son is y o u r young  A lbert Edw ard!"
A nd T ony  gave his son A lbert E dw ard to  the country.
"G ood-bye, dea r son," said  his father; his sister kissed him , his m o th e r 

w ept on his breast.
A lbert E dw ard  w as killed in battle; his m other to o k  his p lace a t the

mill.
B ut th e  w ar did n o t cease; though  friend and foe alike w e re 'a lm o s t 

d row ned  in  b lo o d  it seemed as pow erful as eternity, and  in tim e T o n y  V as­
sall too  w ent to  b a ttle  an d  w as killed. T he country .gave Patience a w idow 's 
pension, as well as a touch ing  inducem ent to  m arry  again; she died o f  grief."? 
M any  people died in those days, it was not strange at all. N a th a n  a n d  his 
wife got so rich th a t afte r the w ar they died o f  over-eating, and  the ir d a u g h ­
ter O live cam e in to  a vast fo rtu n e  and  a Trustee.

<^A" T he T rustee  w ent on  lending the B raddle m oney to  the  co u n try , the 
country  w ent on  sending large sum s o f  interest to  Olive (which w as th e  co u n ­
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try 's trib u te  to  her because o f  her paren ts ' unforgotten , and  indeed u n fo rg e t­
table, kindness), while B raddle w ent on with its w ork o f  enabling  the co u n ­
try  to  do  this. F o r  w hen the w ar cam e to  an end the coun try  to ld  B raddle 
th a t those  w ho had  n o t given the ir lives m ust now  tu rn  to  and  really  w ork, 
w ork  hard e r than  before the war, m uch, m uch harder, o r the tr ib u te  could 
n o t be p a id  and the h eart o f  B raddle w ould therefore cease to  beat. B radd le 
fo lk  saw th a t this was true, only too  true, and they did as they were told.

T he Vassall girl, N ancy, m arried  a  m an w ho had  done deeds o f  valouf 
in the  w ar. H e was a  mill hand  like her father, and  they had  tw o sons, D a n ­
iel and  A lbert Edw ard. O live m arried  a grand m an, though  it w as tru e  he 
was n o t very |r a n d  to  lo o k  at. H e had  a small sharp  nose, b u t th a t d id  n o t 
m a tte r very m uch because w hen you looked a t h im  in p rofile his bouncing  
red cheeks qu ite hid the sm all sharp  nose, as com pletely as tw o hills h ide a 
little barn  in a valley. O live lived in a grand m ansion with num erous ser­
van ts w ho helped her to  rea r a little fam ily o f  one, a girl nam ed M ercy, w ho 
also had  a sm all sha rp  nose and  round  red cheeks.

Every year afte r the  survivors' retu rn  from  the w ar O live gave a supper 
to  her w orkpeople an d  the ir families, hundreds o f  them ; fo r six hou rs there 
w ould  be feasting an d  toys, m usic and  dancing. Every year O live w ould 
m ake a  little speech to  them  all rem inding them  all o f  the ir du ty  to  B raddle 
an d  B raddle's du ty  to  th e  country , a lthough , indeed, she did n o t rem ind 
them  o f  the country 's tribu te  to  Olive. T h a t was perhaps a them e unfitting  to  
touch  upon , it w ould  have been boastfu l and qu ite  unbecom ing.

"These are grave tim es fo r ou r country," O live w ould declare, year afterr 
year; "her responsibilities are enorm ous, we m ust all p u t o u r shou lders to  the 
wheel."

Every year one o f  the w orkm en would m ake a little speech in reply, 
th an k in g  O live fo r enabling  the heart o f  B raddle to  continue its beats, call­
ing dow n the spiritual blessings o f  heaven and the  golden blessings o f  the 
w orld upon  Olive's golden head. O ne year the hon o u r o f  replying fell to  the 
h u sband  o f  N ancy , and  he was m ore th an  usually eloquent for on  th a t very 
day  the ir tw o sons had  com m enced to  d o ff bobb ins a t the mill. N o  one a p ­
p lauded  louder th an  N ancy 's little D an  o r N ancy 's A lbert E dw ard, unless, it 
was N an cy  herself. O live was always m uch m oved on these occasions. She 
felt th a t she did n o t really  know  these people, th a t she w ould  never know  
them ; she w anted to  go on  seeing them , being with them , and  living with 
rap tu re  in the ir w orkaday  world. B ut she did n o t do  this.

"H ow  beautifu l it all is!" she w ould sigh to  her daughter, M ercy, w ho , 
accom panied  her. "I am  so happy. All these dear people are being cared for 

;by  us, ju s t  sim ply us. G od 's scheme o f  creation —  you see —  the  A lm ighty  
—  we are his agents —- we m ust always rem em ber tha t. It g o e s jm  fo r years, 
years up o n  years it goes on. It will go on, o f  course, yes, fo r everTtfie h eart 1 
o f  B radd le  will n o f  cease to  beat. The old ones die, the young grow  old, the 
children  m atu re  and  m arry  and keep the mill going. W hen I am  dead..."
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"M am m a, m am m a!"
"О, yes, indeed, one day! Then you will have to  look  after all these 

things, M ercy, an d  you will ta lk  to  them  — ju s t like me. Yes, to  ow n the  mill 
is a grave an d  difficult thing, only those w ho ow n them  know  how  grave and 
difficult; it calls fo rth  all one's deepest and  rarest qualities; bu t it is a divine 
position , a  noble responsibility. A nd the people really love m e —  1 th ink ."

Л ik A

2 Analyze the plot structure and composition o f  the pamphlet. W hat forms of 
narration are prevalent? Point out details in the text proving that we deal with 
the entrusted narrative.

3 W hat specific features o f subject matter arrangement make the writing close 
to the style o f emotive prose, particularly to folk literature?

4 How is the time perspective organized in the pamphlet? Divide the narration 
into chronological periods. Comment on the grammatical tenses used in the 
text. W hich parts o f the narration are given in the present tense? W hat es­
thetic function does it perform?

5 Describe the hierarchy o f  images in the text. W hat is the leading poetic prin­
ciple in o f its organization?

6 Pick out words and phrases that characterize Nathan Regent and Tony V as­
sall in the period before the war. W hat principles o f poetic structure cohesion 
underlie the description o f  the two men? What similarities and differences do 
you find between them? Name and speak on the effect o f  stylistic devices 
employed by the author.

7 W hat characteristics are given to
a) Patience and Nathan’s wife;
b) Nancy and Olive?

Dwell on the function o f poetic details in the description o f the two families.
8 Reproduce the description o f  Braddle. Write out from the text recurrent 

phrases connected with the mill. Who do you think the following and similar 
phrases might belong to Without that mill...the heart o f  Braddle w ould cease 
to beat.'} W hat symbolic function does the word mill acquire in the text?

9 Pick out from the text emotionally coloured words and phrases pertaining to 
the image o f  war. Comment on the expressive means and stylistic devices 
found in the description o f the Regents and the Vassalls during the war- 
period. Point out cases o f  the author’s sarcasm.

10 Speak on the figurative meaning o f the word tribute in the pamphlet. W hat is 
being implied in case o f the country’s tribute to the Regents, the R egents’ 
tribute to the country, Braddle’s tribute to the country, the country’s tribute
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to w orking people. Give synonymous expressions to the word tribute in each 
case.

11 How  is the image o f  the country presented in the pamphlet? W hat is the 
country’s attitude to those who had done deeds o f  valour in the war? W hat is 
the country’s tribute to Olive?

12 Pick out stylistic devices contained in the characteristics o f
a) N ancy’s family
b) O live’s family.

W hat effect is achieved through their use?
13 Analyse the final part o f  the text. Pay attention to foregrounding o f  certain 

w ords and phrases through their frequent repetition. Who do you think is the 
object o f  the author’s sarcasm and satire? Reproduce sentences from the text 
to prove you point.

14 Speak on the function o f Olive’s words in disclosing the author’s message 
God's scheme o f  creation —  you  see —  the A lm ig h ty  —  we are his agents 
—  we m ust alw ays remember that. It goes on fo r  years, years upon years it 
goes on. I t w ill go on, o f  course, yes, fo r  ever; the heart o f  Braddle will not 
cease to beat. The old ones die, the young grow old, the children m ature 
and  m arry  and keep the m ill going. What connection does this idea have 
with the plot structure and compositional arrangement o f  the pamphlet?

15 Give your interpretation o f the title.

A TEN-SH ILLING  N O T E  
IN FRONT O F TH E CLASS

(by  Charles P. Snow )

1 T he ex trac t which follows is taken from  C.P. S now ’s novel Time o f  Hope. 
T he a u th o r ’s ta len t for sharp  realistic in te rp re ta tion  is well reflected in 
p o rtra y in g  the  w orld  he knew: unpleasant, cruel, unfair. R ead  the  extract 
fo r general com prehension.

[...] T he incident o f  the subscription list took  place in N ovem ber, a cou­
ple o f  m o n th s  afte r I first a ttended the school. Each boy in each form  had 
been asked  to  m ake a d onation  to  the school m unitions fund. T he headm as­
ter had  explained how , if  we could only give sixpence, we shou ld  be doing 
o u r  bit; all the  m oney w ould go straigh t to  buy shells fo r w hat th e  headm as­
ter called 'the 1918 offensive —  the next big push'.

I repo rted  it all to  my m other. I asked her w hat we could afford  to  give.
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"W e can 't afford  m uch really, dear," said my m other, look ing  upset, 
preoccupied , w ounded . "W e haven 't got m uch to  spare a t the  end o f  the 
week. I know  th a t you've got to  give som ething."

It added  to  her w orries. A s she had  said before, she w as n o t going 'to 
have m e suffer by  the side o f  th e  o ther boys'.

"H ow  m uch do you th in k  they'll give, Lewis?" she inquired . "I m ean, 
the  boys from  nice hom es."

I m ade som e discreet investigations, and to ld  her th a t m ost o f  m y form  
w ould  be giving h a lf  a crow n o r  five shillings.

She pursed  her lips.
"Y ou needn 't bo th e r yourself, dear," she said. "I'm  n o t going to  have 

you feel o u t o f  it. W e can do  as well as o ther people."
She w as n o t con ten t w ith do ing  'as well as o ther people'. H er im ag ina­

tion  h ad  been fired. She w an ted  m e to  give m ore than  anyone in  th e  form . 
She to ld  herse lf th a t it w ould  establish a position  fo r me, it w ould  give m e a 
good start. She liked to  feel th a t we could 'still show  we were som eone'. A nd 
she was p a trio tic  and w ar-like, and  had a strong  sense o f  w artim e duty; 
though  m ost o f  all she w anted  me to  win favour and  notice, she also got 
sa tisfaction  fro m  'buying shells', from  tak ing  p a r t in the w ar a t  second-hand .

She sk im ped  m y father's fo o d  and  her own, particu larly  hers, fo r several 
weeks. A fter a  day  o r  tw o m y fa th e r noticed, and  m ildly grum bled. H e asked 
i f  the ra tio n s w ere reduced so low  as this. N o, said m y m other, she w as sav­
ing up fo r the subscrip tion  list a t school.

"I hope you don 't have m any  subscriptions," said m y fa the r to  me. "O r I 
expect she’ll sta rve m e to  death ."

H e clow ned aw ay, p re ten d in g  th a t his trousers had  inches to  spare 
ro u n d  his m iddle.

"D on 't be such a donkey, Bertie," said m y m other irritab ly .
She k ep t to  her in ten tion . They went w ithout the sm all luxuries th a t she 

h ad  m anaged  to  preserve, th ro u g h  w ar, th rough  the slow  grind  o f  grow ing 
poverty  —  the  glass o f  s to u t on S atu rday  night, the supper o f  fish an d  chips 
(fetched, fo r p roprie ty 's sake, by  A u n t M illy's m aid), the  Jam  a t b reakfast. 
O n the m o rn in g  w hen we had  to  deliver ou r subscrip tions, m y m other 
handed  m e a new  ten-shilling  note. I exclaimed with delight an d  pressed the 
crisp pap e r aga inst the  tab lec lo th . 1 had  never had one in m y possession be­
fore.

"N o t m an y  o f  them  will d o  better than  tha t,"  said m o th er contentedly. 
"R em em ber th a t before the w ar I should  have given you a sovereign. I w ant 
you to  show  them  th a t we've still got our heads above w ater."

U n d er th e  gaslight, in the  early m orning, the shadow  o f  m y cup was 
b lue on the  w hite  cloth. I adm ired  the ten-shilling note, I adm ired  the blue 
shadow s, I w atched  the  shadow s o f  my ow n hands. I w as th an k in g  m y 
m other; I w as flooded  w ith happ iness and trium ph.
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"I shall w an t to  hear everything they say," said m y m other. "They'll be a 
b it flabbergasted , w on't they? They w on't expect anyone to  give w hat you 're  
giving. Please to  rem em ber everything they say."

1 was lit up  w ith an tic ipation  as the tram car clanged and  sw ayed in to  
the tow n. M ist hung  over the country  ground, softened the red brick  o f  the 
little houses by  the ja il; in the m ist— n o t fog, bu t the clean au tu m n al m ist—  
the red brick, th ough  softened, seemed a t m om ents to  leap freshly on the 
eye. It was a m orn ing  nostalgic, tangy, and full o f  well-being.

In the p layground , when we went ou t for the eleven-o'clock break , the 
sun was shining. O u r subscrip tions were to  be collected im m ediately  afte r­
w ards; as th e  bell jang led , m y com panions and  I m ade o u r w ay chattering  
th rough  the  press o f  boys to  the room  where we spent m ost o f  o u r lessons.

M r Peck cam e in. H e ta u g h t us algebra and  geom etry; he w as a m an 
a b o u t fifty-five w ho had  spent his w hole life a t the school; he was b a ld ,1 
fresh-skinned, sm all-featured , constantly  smiling. H e lived in th e  nex t su b ­
urb* beyond  ours, an d  occasionally  he was sitting in the tram car w hen I got 
on.

Som e boy  had  w ritten  .a facetious w ord on  the b lackboard .
Peck sm iled d e jf re fc ^ u f j^  a little thre$eriiiig jy , and rubbed  ou t the 

chalkm arks. H e tu rn ed  to  us, still smiling.
"W ell," he said, "the first item on the p rogram m e is to  see how  m uch 

th is form  is going to  con tribu te  to  m ake the w orld safe fo r dem ocracy." 
T here was a titter; he had  w on his place long ago as a hum orist.

" If  any lad gives enough," he said, "I dare say we shall be p repared  to  
let him  o ff  all penalties fo r the rest o f  the term . T h a t is know n as saving your 
bacon."

A n o th er titter.
"W ell," he w ent on, "I don 't suppose fo r a  m om ent th a t you  w an t to  

tu rn  w hat you  are pleased to  call your m inds to  the problem s o f  e lem entary  
geom etry. H ow ever, it is m y un fo rtuna te  du ty  to  m ake you do so w ithou t 
unnecessary delay. So we will dispose o f  this financial tr ib u te  as soon  as we 
decently can. I will call ou t you r nam es from  the register. Each lad  will s tand  
up to  answ er his nam e, announce his widow 's mite, and  bring the  cash up 
here fo r m e to  receive. T hen the last on the list can add  up the  to ta l an d  sign 
it, so as to  certify th a t I haven 't run  aw ay with the m oney."

Peck sm iled m ore broad ly , and we all grinned in return . H e began  to  
read o u t the  nam es. T he new  boys were divided in to  form s by alphabetical 
order, an d  ours ran  from  A to  H.

"A dnitt."  "Tw o shillings, sir." The rou tine began, A d n itt w alked to  the 
fron t o f  the class and  p u t his m oney on  the desk. I was cherishing m y no te 
under the  lid o f  the desk; m y heart thudded  w ith joy fu l excitem ent. 
"A ldw inckle." "Tw o an d  sixpence." "B rookm an." "N othing."
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B ro o k m an  w as a surly, un tidy  boy, who lived in the tow n 's one genuine 
slum . Peck sta red  a t him , still smiling. "Y ou're n o t interested in o u r little ef­
forts , m y friend?" said Peck.

B ro o k m an  d id  n o t reply. Peck stared at him , began an o th er question, 
then  shrugged  his shoulders and passed on.

"B uckley." "A shilling." "C ann." "Five shillings." T he form  cheerfully 
ap p lau d ed . "C oe." "A shilling." "Cotery." "Three shillings and  tw opence." 
T here  w as laugh ter; Jack  C otery  was an  original; one could  tru s t him  n o t to  
behave like any o n e  else. "D aw son." "H alf a  crow n." T here  w ere several 
o th e r D 's, all giving between a shilling and  three shillings. "E am es." "Five 
shillings." A pp lause . M y nam e cam e next. As soon as Peck called it ou t, I 
was on m y feet. "Ten shillings, sir." I could n o t dam p a  little stress upon  the 
ten. T h e  class stam ped  the ir feet, as I went between the  desks and  laid  the 
n o te  am o n g  the  coins in  fron t o f  Peck.

I h ad  ju s t  la id  the no te  dow n, when Peck said:
"T ha t's  q u ite  a lo t o f  m oney, friend Eliot." I sm iled a t him , full o f  

p leasure, u tte rly  unguarded ; bu t a t his next rem ark  the  sm ile froze behind 
m y lips an d  eyes.

"I w o n d er you  can afford  it," said Peck. "I w onder you d on 't feel 
obliged to  p u t it by tow ards you r father's debts." It was cruel, casual, and 
m otiveless. It w as a m otiveless malice as terrifying fo r a  child to  know  as his 
first know ledge o f  ad u lt lust. It ravaged me with sickening sham eful agony
—  and , m ore  violently , I was shaken w ith anger, so th a t I was on the po in t 
o f  seizing th e  n o te  and  tearing  it in pieces before his eyes.

"Let m e give you a piece o f  advice, my friend," said  Peck, com placently. 
"It will be to  y o u r ow n advan tage in the long run. Y ou 're  a  b righ t lad, aren 't 
you? I 'm  th in k in g  o f  y o u r future, you know . T hat's w hy I'm  giving you a 
piece o f  advice. It isn 't the show y things th a t are m ost d ifficult to  do, Eliot. 
It's  ju s t  p lo d d in g  aw ay and  doing your du ty  and never getting  thanked  fo r it
—  th a t's  th e  test fo r b righ t lads like you. Y ou ju s t bea r m y w ords in m ind."

S om ew here in the  back  o f  consciousness I knew  th a t th e  class had  been 
jo in in g  in w ith  sycophantic  giggles. As I tu rned  and m et the ir eyes on  my 
way back , they  w ere a little quieter. B ut they giggled again  w hen Peck said:

"W ell, I shall soon  have to  follow  m y own advice an d  p lod  aw ay and  do 
m y d u ty  an d  never get thanked  for it —- by teaching a class o f  do lts som e 
geom etrical p ro p o sitio n s they w on't m anage to  get in to  the ir th ick  heads as 
long  as they live. B u t I m ust finish the collection first. A ll con tribu tions 
th an k fu lly  received. F ingleton ." "Two shillings, sir." "F rere." "A shilling."

I w atched  an d  listened th rough  a sheen o f  rage an d  misery.
A t the  end o f  the m orning, Jack C otery  spoke to  m e in the p layground . 

H e w as a  lively, active boy, sh o rt bu t m uscular, with the eyes o f  a com edian, 
large, h u m o ro u s, an d  sad.

"D o n 't m ind  a b o u t Pecky," he said with good n a tu re  an d  a light heart.
"I d o n 't m ind  a scrap."
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"Y ou were as w hite as a  sheet. I though t you were going to  how l."
1 did no t sw ear as som e o f  the boys in the form  hab itually  d id; I had  

been to o  finically b rough t up. But a t th a t m om ent all my pain , anger, and  
tem per exploded in a  scream ing oath .

Jack  C o tery  was taken  aback. "Keep your shirt on," he said.
On the w ay to  the tram  stop, where we travelled in different d irections, 

he could n o t resist asking me: "Is your old m an in debt, really?"
"In a way," I said, try ing to  shield the facts, n o t to  tell an  ac tua l lie —  

w anting  bo th  to  m ystify  an d  to  hide m y ow n misery.
"In a  w ay. It's all very com plicated, it's a m a tte r o f  —  petitions," I 

added, as im pressively as I could, "It's been in the solicitor's hands."
"I'm glad m ine's all right," said Jack C otery, im pressive in his tu rn . "O f 

course, I could  have b rough t a lo t m ore m oney this m orn ing . M y o ld  m an is 
m ak ing  plenty , th o u g h  he doesn 't always let on. H e'd have given m e a p o u n d  
if  I'd asked him . B ut"— Jack  C otery  whispered and  his eyes glow ed —  "I'm  
keeping it in reserve fo r som ething else."

W hen I arrived  hom e, m y m other was w aiting  fo r m e w ith  an  eager 
question.

"W hat did they th ink  o f  your subscription, dear?"
"All right," I said.
"D id anyone give m ore th an  ten shillings?"
"N o. N o t in o u r  form ."
M y m o th er drew  herself up and nodded her head: "W as ou rs the  h igh­

est?"
"Oh, yes."
"W hat was the next highest?"
"F ive shillings," I said.
"Twice as m uch," said m y m other, smiling and  gratified. B u t she was 

perceptive; she h ad  an inkling o f  som ething w rong.
"W hat did they  say, though, dear?"
"They th an k ed  m e, o f  course."
"W ho w as the  m aster w ho took  it?" she asked.
"M r. Peck .”
"W as he p leased w ith you?"
"O f course he was," I said flatly.
"I w an t to  hear everything he said," said my m other, h a lf  in vanity , h a lf  

try ing  to  reach m y trouble.
"I can 't now , M other. I w ant to  get back early. I'll tell you  everything 

tonight."
"I d o n 't th in k  tha t's  very grateful o f  you," said m y m other. "C onsidering  

w hat I did to  find  you  all th a t m oney. D on 't you th ink  I deserve to  be to ld  
all ab o u t it now?"

"I'll tell you  everything tonight."
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"Please n o t to  w orry  yourself if  it's to o  m uch trouble," she said  h a u g h ­
tily, feeling th a t  I was denying her love.

" It’s n o t to o  m uch troub le , M other. I'll tell you ton ight," I said, n o t 
know ing  w hich w ay to  tu rn .

I did n o t go stra igh t hom e from  school th a t evening. Instead , I w alked 
by m yself a  long  way ro u n d  by the canal; the m ist was rising, as fresh and 
clean as th a t  m orning 's m ist; b u t as it swirled round  the bridges an d  w are­
houses an d  th e  trees by the  w aterside, it no  longer exalted me. I w as in v en t­
ing  a  story, w alk ing  th a t long  w ay hom e th rough  the mist, which w ould  con­
ten t m y m o th er. O f  how  M r. Peck had  said m y contribu tion  w as an  exam ple 
to  the  form , o f  how  he h ad  to ld  o ther m asters, o f  how  som eone said  th a t  m y 
p aren ts  w ere public-spirited . I com posed suitable speeches. I h ad  enough 
sense o f  reality  to  m ake them  sound  plausible, and to  add  one o r  tw o  dis­
p arag ing  rem arks from  envious form -m ates.

I du ly  repeated  th a t fiction to  my m other. N o th ing  could  rem ove her 
d isap p o in tm en t. She h ad  th o u g h t me inconsiderate and heartless, a n d  now, 
if  she believed a t all, she felt puzzled, cast-off, and only a  little  flattered . I 
th o u g h t th a t  I w as rom ancing  sim ply to  save her from  a b itter deg radation . 
Y et I shou ld  have b rough t her m ore love if  I had to ld  her the tru th . It w ould 
have been m ore loving to  let her take an equal share in th a t day 's suffering. 
T h a t lie show ed the flaw  between us.

* * *

2 W ho is the  n a rra to r  o f  the  episode? D oes the tim e o f  n a rra tio n  coincide 
w ith the  tim e o f  action? S tate  w hether the narra tion  is sim ultaneous, re t­
rospective, o r  prospective. Prove your po in t, the character o f  w ord- 
choice an d  syntax  m ay be you r guide.

3 A nalyze th e  p lo t s tructu re  o f  the story defining its m ain  com ponen ts . 
D iscuss th e  conflict p resented  in the extract in accordance w ith  th e  fo l­
low ing:

a) W h a t h ad  m oved Lewis' m other to  give her son a ten-shilling  no te 
to  d o n ate , the  sum  she could  n o t very well afford? Pick o u t an d  use in 
y o u r s ta tem en t w ords an d  expressions th a t speak o f  her reac tion  to  the 
new s a b o u t the  d o n atio n  to  be made.

b) W h a t w as the a ttitu d e  o f  Lewis' classm ates to  the m u n itio n s fund  
subscrip tion? G a th e r  an d  reproduce the details th a t show  th is a ttitu d e .

c) W h a t w ere Lewis' an ticipations in regards to  the d o n a tio n  he was 
a b o u t to  m ake? M ark  dow n and reproduce in your sta tem en t th e  various 
qualify ing  nouns an d  verbs th a t describe Lewis' anticipation .

d) W hy did he tak e  M r. Peck's w ords "I w onder you can affo rd  it. I 
w onder you d o n ’t feel obliged to  put it by tow ards your father's debts" as 
"cruel, casual, and  motiveless"?
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e) W hy did Lewis com pose a fictitious story to  his m o ther a b o u t how  
his subscrip tion  was accepted?

4 Pick o u t an d  com m ent on  the tropes used in the p o rtray a l o f  Lewis' 
m other, M r. Peck and  Lewis. F ind  adjectives to  characterize each o f  
them . W hat are the personages’ speech characteristics?

5 M ake a list o f  the w ords found  in the extract which denote: 1) social p o ­
sition; 2) satisfaction; 3) anger; 4) frustra tion . C om m ent on  the  num ber, 
stylistic and  em otive qualities o f  the w ords w ithin each o f  the groups. In ­
d icate synonym ous pairs and triplets. W hich princip le o f  poetic  structu re  
cohesion constitu tes the organizing axis o f  the narra tion?

6 Speak on  the em otional atm osphere o f  the extract. W hat ro le does th e  de­
scrip tion  o f  n a tu re  p lay  in conveying add itiona l esthetic effect? Pick ou t 
epithets, m etaphors and similes found  in th e  extract an d  com m ent on 
the ir conno tative  functions.

7 A nalyze the clim ax o f  the text. O bserve the cases o f  g rad a tio n , p a ra lle l­
ism  an d  detached constructions. W hat w ords and  phrases recur in the 
text? W hat m eaning do  they convey?

8 Dwell on the  im plication  contained  in the sentence "T hat lie show ed the 
flaw  between us". W hat do  you th ink  is the underlying th o u g h t o f  the ex­
tract?

9 S hare y o u r im pressions o f  the episode w ith your groupm ates. W hat im ­
p o rta n t them es does the extract em brace?

CAT IN TH E RAIN
(by Ernest H em ingw ay)

1 T he sto ry  is a sho rt psychological study reflecting H em ingw ay’s app roach  
to  life in general. M ost critics agree th a t H em ingw ay’s ta len t lies, first 
an d  forem ost in his deep psychological insight in to  hu m an  nature . 
T hough  the au th o r depicts physical activity and the o u td o o r w orld, for 
him  the real battle  g round  is inw ard. As you read the story, try  to  catch 
the subtle in terp lay  o f  the surface and  the im plied layer w ith in  the  text.

T here were only tw o A m ericans stopping  a t the hotel. T hey  did no t 
know  any o f  the  people they passed on  the stairs on  their w ay to  and  from  
the ir room . T heir room  was on the second floor facing the sea. It also faced 
the public  garden an d  the w ar m onum ent. T here were big palm s an d  green 
benches in the public  garden. In the good w eather there w as alw ays an  artist 
w ith his easel. A rtists liked the way the palm s grew and the b righ t colors o f  
the hotels facing the gardens and  the sea. Italians cam e from  a  long  way o ff 
to  look  up a t the w ar m onum ent. It was m ade o f  b ronze an d  glistened in the
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rain . It was ra in ing . T he rain  dripped  from  the palm  trees. W ater s tood  in 
pools on  the  gravel pa th s . T he sea b roke in a long line in  th e  ra in  an d  
slipped b ack  dow n the  beach to  com e up and break  again in a  long  line in 
the rain . T he m o to r  cars were gone from  the square by the w ar m onum ent. 
A cross the  sq u a re  in th e  doorw ay  o f  the cafe a w aiter stood look ing  o u t a t 
the  em pty square .

T he A m erican  wife s tood  a t the w indow  looking out. O utside righ t u n ­
der the ir w indow  a cat w as crouched under one o f  the dripp ing  green tables. 
T he cat w as try ing  to  m ake herself so com pact th a t she w ould  n o t be 
dripped  on.

"I'm  going  dow n an d  get th a t kitty ," the A m erican wife said.
"I'll do  it," h e r husband  offered from  the bed.
"N o, I'll get it. T he p o o r  k itty  o u t trying to  keep dry  un d er a  table."
T he h u sb a n d  w ent on  reading, lying propped  up w ith the  tw o pillow s a t 

the  foo t o f  the  bed.
"D on 't get wet," he said.
T he wife w ent dow nsta irs and  the hotel ow ner stood up  an d  bow ed to  

her as she passed  the  office. H is desk was a t the  far end o f  th e  office. H e  was 
an  old m an  a n d  very ta ll.

"II piove," the  wife said. She liked the hotel-keeper.
"Si, si, S ignora, b ru tto  tem po. It's very bad w eather."
H e s tood  beh ind  his desk in the far end o f  the dim  room . T he wife liked 

him . She liked th e  deadly  serious way he received any com plain ts. She liked 
his dignity. She liked th e  w ay he w anted to  serve her. She liked the  w ay he 
felt ab o u t being  a  hotel-keeper. She liked his old, heavy face an d  big hands.

L iking him  she opened the  d o o r and  looked out. It was ra in ing  harder. 
A  m an in a  ru b b e r cape was crossing the em pty square to  the  cafe. T h e  ca t 
w ould be a ro u n d  to  the  right. Perhaps she could go along  u n d er the  eaves. 
A s she s to o d  in the  doo rw ay  an  um brella  opened behind her. I t w as the  
m aid  w ho lo o k ed  afte r the ir room .

"Y ou m ust n o t get wet," she smiled, speaking Italian . O f  course, the h o ­
tel-keeper h ad  sent her.

W ith  th e  m aid  ho ld ing  the um brella over her, she w alked a lo n g  the  
gravel p a th  un til she w as un d er their w indow . The tab le was there, w ashed 
b righ t green in  th e  ra in , b u t the cat was gone. She w as suddenly  d isap ­
poin ted . T h e  m aid  looked  up a t her.

"H a p e rd u to  qualque  cosa, Signora?"
"T here w as a cat," said the  A m erican girl.
"A cat?"
"Si, il g atto ."
"A cat?" th e  m aid  laughed. "A cat in the rain?"
"Yes," she said, "under the table." Then, "Oh, I w anted it so m uch. I 

w anted  a k itty ."
W hen she ta lked  English the m aid 's face tightened.
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"Com e, S ignora," she said. "W e m ust get back inside. Y o u  will be wet."
"I suppose so," said the A m erican girl.
They w ent back  along  the gravel p a th  and passed in the  d o o r. T he m aid  

stayed ou tside to  close the um brella. A s the A m erican girl passed  th e  office, 
th e  p ad ro n e  bow ed from  his desk. Som ething felt very sm all an d  tig h t inside 
the  girl. T he p ad ro n e  m ade her feel very sm all and  a t the sam e tim e really 
im p o rtan t. She h ad  a  m om entary  feeling o f  being o f  suprem e im portance . 
She w ent on  up  the stairs. She opened the  doo r o f  the room . G eorge w as on  
the  bed, reading.

"D id you get the  cat?" he asked, pu ttin g  the  bo o k  dow n.
"It was gone."
"W onder w here it w ent to ," he said, resting his eyes from  read ing .
She sa t dow n on  the bed.
"1 w anted  it so m uch," she said. "I don 't know  why I w an ted  it so m uch. 

I w anted  th a t p o o r  k itty . It isn 't any fun  to  be a p o o r  k itty  ou t in  th e  rain ."
G eorge w as read ing  again.
She w ent over an d  sa t in fro n t o f  the  m irro r o f  the  dressing tab le  lo o k ­

ing a t herself w ith  the  hand  glass. She studied her profile, first one side and  
then the  o ther. T hen  she studied th e  back  o f  her head and  her neck.

"D on 't you  th in k  it w ould be a good  idea if  I let m y h a ir  grow  out?" she 
asked, look ing  a t her p rofile again.

G eorge looked  up  and  saw  the back  o f  h e r neck, clipped close like a  
boy's.

"I like it th e  way it is."
"I get so tired  o f  it," she said. "I get so tired o f  looking  like a  boy."
G eorge shifted his position  in the bed. H e h ad n 't looked aw ay from  her 

since she started  to  speak.
"Y ou lo o k  p re tty  darn  nice," he said.
She la id  the  m irro r dow n on  the dresser and  w ent over to  the  w indow  

an d  looked ou t. It was getting dark .
"I w an t to  pu ll m y ha ir back  tigh t and  sm ooth  an d  m ake a  b ig  k n o t at 

th e  back  th a t I can feel," she said. "I w an t to  have a k itty  to  sit on  m y lap 
an d  p u rr  when I stroke  her."

"Yeah?" G eorge said from  the bed.
"A nd I w an t to  eat a t a  tab le  w ith m y ow n silver and  I w an t candles. 

A n d  I w an t it to  be spring  and  I w an t to  brush m y ha ir o u t in fro n t o f  a m ir­
ro r  an d  I w an t a k itty  and  I w an t som e new clothes."

"Oh, shu t up  and  get som ething to  read," G eorge said. H e  w as read ing  
again.

H is wife w as look ing  o u t o f  the w indow . I t was qu ite  d a rk  now  an d  still 
ra in ing  in the  p alm  trees.

"A nyw ay, I w an t a cat," she said, "I w ant a cat. I w an t a ca t now . I f  I 
c a n ’t have long h a ir  or any fun, I can have a cat."

G eorge was n o t listening. H e was reading his book.
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H is wife looked ou t o f  the  w indow  where the light had  com e on in the 
square.

Som eone knocked a t th e  door.
"A vanti," G eorge said. H e  looked  up  from  his book. In the doo rw ay  

stood  the m aid . She held a  big torto iseshell cat pressed tigh t aga inst her and  
sw ung dow n against her body.

"Excuse me," she said, "the p ad ro n e  asked me to  bring  th is fo r  the Sig­
nora."

* * *

2 C om m ent on the follow ing assertions o f  H em ingw ay’s: ‘Prose is arch itec­
tu re  n o t in te rio r d eco ra tio n .’; ‘T he sym bol should p a rta k e  o f  rea lity .’

3 D o  you agree th a t in  the w orks o f  H em ingway it is the im plication  th a t 
counts, th e  ‘subm erged p a r t o f  the iceberg’, the unspoken  reference due 
to  which a  briefly sketched n a tu ra l description is charged w ith  m o o d  an d  
em otional atm osphere? In th is connection, try  to  fo rm u late  the  them e 
an d  the idea o f  the sto ry  u n d er discussion.

4 W hat is the  ro le o f  the  p lo t structu re  in creating the effect o f  im plication? 
W hat type o f  sho rt sto ry  does Cat in the Rain  belong to?

5 Is the tex t hom ogeneous as regards com positional a rrangem en t o f  the 
events in it? W hat types o f  n a rra tio n  and  narrative com positional form s 
does the au th o r em ploy to  give the reader an insight in to  his characters?

6 C om m ent on the in tro d u c to ry  parag rap h  o f  the story. N o te  the  m aste r­
ful use o f  ‘relevant d e ta il’ as essential detail th a t suggests th e  w hole. Pick 
o u t stylistic devices belonging to  the phonetic, lexical and  syntactic levels 
which con tribu te  to  the  a tm osphere  o f  the passage. W hat p rincip les o f  
poetic  structu re  cohesion do m in a te  the description?

7 Speak on  the  characters o f  th e  A m erican girl and  her h u sb an d  an d  the 
expressive m eans an d  stylistic devices used by the au th o r  to  show  the ir 
a ttitu d e  to  each other. W h a t is the  connotative function  o f  seem ingly 
p la in  unp reten tious dialogues? C om m ent on the linguistic n a tu re  o f  the 
au th o r’s rem arks accom pany ing  the speech o f  the characters. W hich 
verbs o f  com m unication  prevail in the story?

8 H em ingw ay describes the charac ters’ reaction and em otions by p resen ting  
sim ple external actions. Som e linguists call this specific stylistic device 
m etonym ical description  w hich is realized only in the m acrocontex t. The 
stylistic device o f  m etonym ical description m akes the reader supply  w hat 
is m issing and  creates the  effect o f  im plication. This is one o f  th e  ways in 
which H em ingw ay em ploys his ‘iceberg princip le’: ‘I leave o u t w hat I 
know  b u t know ledge is w hat m akes the underw ater p a r t o f  the  iceberg ,’ 
writes H em ingw ay. O bserve the cases o f  m etonym ical descrip tion  in the 
story.
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9 W hat is the ro le o f  the hotel ow ner in the story? H ow  does th e  au th o r  
characterize him ? N o te  the a ttitu d e  o f  the A m erican girl to  th e  hotel 
ow ner and  speak  on the  connotative function o f  the w ord sm all in the 
m acrocon tex t o f  the  sto ry  The padrone made her fe e l  very s m a ll . . . .

10 S tate  w hat expressive m eans are used in the d ialogue betw een th e  A m eri­
can girl an d  the  m aid  an d  speak on the effect achieved by them . W h a t is 
the function  o f  barbarism s in the text? H ow  w ould you characterize the 
vocabu lary  o f  the  sto ry  in general?

11 Pick ou t recurren t w ords an d  phrases and dwell on  the effect o f  im p lica­
tion  achieved th rough  the ir frequent use. W hat is the  sym bolic m eaning  
o f  the  w ords ‘silver’, ‘candles’, ‘ca t’, ‘ra in ’.

12 In terp re t the title o f  the  story. H ow  is it connected w ith  the m ain  idea o f  
the text? D iscuss H em ingw ay’s reply to  the critics w ho fo u n d  his stories 
sym bolic: ‘I tried  to  m ake a real old m an, a real boy, a  real sea, a  real 
fish and  real sharks, b u t if  I m ade them  good an d  tru e  enough  they 
w ould  m ean m any  th ings.’ Express your ow n opin ion  on th e  subject.
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Part III

Supplementary Reading 

EVELINE
(b y  Jam es Joyce)

S H E  SAT A T  the w indow  w atching the evening invade the avenue. H er 
h ead  w as leaned against the w indow  curta ins and  in her nostrils w as the 
o d o u r  o f  dusty  cretonne. She w as tired.

F ew  people passed. T he m an o u t o f  the  last house passed  on  his w ay 
hom e; she heard  his footsteps clacking along  the  concrete pavem ent an d  a f­
te rw ards crunching on the cinder p a th  before the new red houses. O ne tim e 
the re  used to  be a  field there in w hich they used to  p lay  every evening w ith 
o th e r  people's children. T hen a  m an from  Belfast bough t the field an d  bu ilt 
houses in it— n o t like their little b row n houses b u t b righ t brick  houses w ith 
sh in ing  roofs. T he children o f  the avenue used to  p lay  together in th a t 
field— the  Devines, the W aters, the D unns, little K eogh the  cripple, she and 
h er b ro thers and  sisters. E rnest, how ever, never played: he was to o  grow n 
up . H er fa the r used often to  h u n t them  in o u t o f  the field w ith his b lack th o rn  
stick; b u t usually  little K eogh used to  keep nix and  call o u t when he saw  her 
fa th e r  com ing. Still they seemed to  have been ra the r happy  then. H er fa the r 
w as n o t so b ad  then; and besides, her m o th er was alive. T h a t w as a  long 
tim e ago; she and  her bro thers and  sisters were all grow n up; her m o th e r was 
dead . Tizzie D unn  was dead, too , and the W aters had gone back  to  E ng ­
land . E very th ing  changes. N ow  she was going to  go aw ay like the o thers, to  
leave her hom e.

Hom e! She looked ro u n d  the room , reviewing all its fam iliar objects 
w hich she h ad  dusted  once a  week fo r so m any  years, w ondering  w here on 
ea rth  all the  dust cam e from . Perhaps she w ould  never see again  those  fa ­
m ilia r objects from  which she had  never dream ed o f  being divided. A nd  yet 
du rin g  all those  years she h ad  never found  o u t the nam e o f  the p riest w hose 
yellow ing p h o to g rap h  hung  on  the wall above the broken harm o n iu m  beside 
th e  co loured  p rin t o f  the prom ises m ade to  Blessed M argare t M ary  A laco- 
que. H e had  been a school friend o f  her father. W henever he show ed the 
p h o to g ra p h  to  a  visitor her fa the r used to  pass it w ith a  casual w ord:

"H e is in M elbourne now ."
She had  consented to  go aw ay, to  leave her hom e. W as th a t wise? She 

tried  to  weigh each side o f  the question . In her hom e anyw ay she had  shelter 
an d  food; she had  those w hom  she had know n all her life a b o u t her. O f 
course she had  to  w ork hard , bo th  in the house and a t business. W h a t w ould 
they  say o f  her in the Stores when they found out th a t she had  run  aw ay 
w ith  a fellow? Say she was a  fool, perhaps; and  her p lace w ould  be filled up
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by advertisem ent. M iss G av an  w ould  be glad. She had  alw ays had  an  edge 
on  her, especially w henever the re  were people listening.

"M iss H ill, d o n 't you see these ladies are waiting?"
"L ook  lively. M iss H ill, please."
She w ould  n o t cry m any  tears a t leaving the Stores.
B u t in her new  hom e, in a d istan t unknow n country , it w ould  n o t be 

like th a t. Then she w ould  be m arried— she, Eveline. People w ould  trea t her 
w ith respect then. She w ould  n o t be treated  as her m o ther had  been. Even 
now , th ough  she w as over nineteen, she som etim es felt herself in  danger o f  
her father's violence. She knew  it was th a t th a t had given her th e  p a lp ita ­
tions. W hen they w ere grow ing up  he had  never gone fo r her, like he used to  
go fo r H arry  an d  E rnest, because she was a girl; but la tterly  he had  begun to  
th rea ten  her and  say  w hat he w ould do to  her only fo r  h e r dead  m other's 
sake. A nd  now  she h a d  n o b o d y  to  pro tec t her. E rnest was dead  an d  H arry , 
w ho w as in the  church  deco rating  business, was nearly  alw ays dow n som e­
w here in  the coun try . Besides, the  invariable squabble fo r m oney  on  S a tu r­
day n ights had  begun to  w eary her unspeakably. She alw ays gave her entire 
wages— seven shillings— an d  H arry  always sent up  w hat he could  b u t the 
tro u b le  was to  get an y  m oney  from  her father. H e said she used to  squander 
the  m oney, th a t she h ad  no  head , th a t he w asn't to  give her his hard -earned  
m oney to  th ro w  a b o u t th e  streets, and m ore, fo r he was usually  fairly  bad  on  
S atu rd ay  night. In th e  end he w ould  give her the m oney an d  ask  her had  she 
any  in ten tion  o f  buy ing  Sunday 's dinner. Then she had  to  ru sh  o u t as 
quickly  as she could  an d  do  h er m arketing, holding her b lack  leathe r purse  
tigh tly  in her h an d  as she elbow ed her way th rough  the  crow ds an d  re tu rn ­
ing hom e late un d er her load  o f  provisions. She had  hard  w ork  to  keep the 
house toge ther an d  to  see th a t the tw o young children w ho had  been left to  
her charge w ent to  school regularly  and got the ir m eals regularly . It was 
h a rd  w ork— a hard  life—  b u t now  th a t she was ab o u t to  leave it she d id  n o t 
find it a w holly undesirab le  life.

She was a b o u t to  explore an o th er life with F ran k . F ra n k  w as very kind, 
m anly , open-hearted . She w as to  go aw ay with him  by the  n ig h t-b o a t to  be 
his wife and to  live w ith  h im  in Buenos Ayres where he h ad  a h o m e w aiting  
fo r her. H ow  well she rem em bered the  first tim e she h ad  seen him ; he was 
lodging in a house on  the m ain  ro ad  where she used to  visit. It seem ed a few 
weeks ago. H e w as s tand ing  a t the  gate, his peaked cap pushed  back  on  his 
head  an d  his h a ir  tum bled  fo rw ard  over a face o f  bronze. T hen  they had 
com e to  know  each o ther. H e used to  meet her outside the  S tores every eve­
n ing  an d  see her hom e. H e to o k  her to  see The B ohem ian G irl an d  she felt 
elated as she sat in an  unaccustom ed p art o f  the thea tre  w ith him . H e was 
aw fully fond o f  m usic and  sang  a little. People knew  th a t they w ere courting  
and, when he sang a b o u t th e  lass th a t loves a sailor, she alw ays felt p leas­
an tly  confused. H e used to  call her Poppens o u t o f  fun. F irs t o f  all it had  
been an  excitem ent fo r her to  have a fellow and then  she h ad  begun to  like
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him . H e h ad  tales o f  d istan t countries. H e h ad  started  as a deck boy  a t a  
p o u n d  a m o n th  on a ship o f  the A llan L ine going ou t to  C anada . H e to ld  
her the nam es o f  the  ships he had  been on  and  the nam es o f  the d ifferent 
services. H e h ad  sailed th ro u g h  the S traits o f  M agellan an d  he to ld  h er s to ­
ries o f  th e  te rrib le  P atagonians. H e had  fallen on  his feet in Buenos A yres, he 
said, an d  h ad  com e over to  the  old country  ju s t fo r a  holiday. O f course, her 
fa th e r h a d  fo u n d  o u t the affair and  h ad  forb idden  her to  have any th ing  to  
say to  him .

"I k n o w  these sailor chaps," he said.
O ne d ay  he h ad  quarrelled  with F ra n k  an d  after th a t she h ad  to  m eet 

her lover secretly.
T he evening deepened in the avenue. T he w hite o f  tw o letters in her lap  

grew  ind istinct. O ne w as to  H arry ; the o ther was to  her father. E rnest had  
been h er favou rite  b u t she liked H arry  too . H er father was becom ing old 
lately, she noticed; he w ould  m iss her. Som etim es he could be very nice. N o t 
long before, w hen she had  been laid  up fo r a  day, he had  read her o u t a  
ghost s to ry  an d  m ade to ast fo r her a t th e  fire. A no ther day, w hen the ir 
m o th e r w as alive, they had  all gone fo r a  picnic to  the H ill o f  H o w th . She 
rem em bered  her fa th e r p u ttin g  on her m other's bonnet to  m ake th e  ch ildren 
laugh.

H er tim e w as runn ing  o u t b u t she con tinued  to  sit by  the w indow , 
lean ing  her head  against the w indow  curta in , inhaling  the o d o u r  o f  dusty  
cretonne. D o w n  fa r in the avenue she could hear a street o rgan  play ing . She 
knew  the  air. S trange th a t it should  com e th a t very night to  rem ind h er o f  
the p rom ise  to  h er m other, her prom ise to  keep the hom e together as long  as 
she could . She rem em bered the  last n igh t o f  her m other's illness; she  w as 
again  in  the  close dark  room  a t the o ther side o f  the hall and  o u ts id e  she 
h eard  a m elancholy  air o f  Italy. The organ-p layer h ad  been o rdered  to  go 
aw ay an d  given sixpence. She rem em bered her fa ther s tru tting  back  in to  the 
sick room  saying:

"D am ned  Italians! com ing over here!"
As she m used the p itifu l vision o f  her m other's life laid  its spell o n  the  

very qu ick  o f  h er being— th a t life o f  com m onplace sacrifices closing in  final 
craziness. She trem bled  as she heard  again her m others voice saying co n ­
stan tly  w ith  foolish  insistence:

‘D erevaun  Seraun! D erevaun Seraun!"
She s tood  u p  in a sudden im pulse o f  te rro r. Escape! She m ust escape! 

F ra n k  w ould  save her. H e w ould  give her life, perhaps love, too . B u t she 
w an ted  to  live. W hy should  she be unhappy? She had  a righ t to  happiness. 
F ra n k  w ould  ta k e  her in his arm s, fold her in his arm s. H e w ould  save her.
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*  *  *

She s tood  am ong  the sw aying crow d in the sta tion  a t the  N o rth  W all. 
H e held her h an d  an d  she knew  th a t he was speaking to  her, saying som e­
th ing  a b o u t the  passage over an d  over again. The s ta tion  was full o f  soldiers 
w ith b row n  baggages. T h ro u g h  the w ide doors o f  th e  sheds she caugh t a 
glim pse o f  the  b lack  m ass o f  the boat, lying in beside the q uay  wall, w ith  il­
lum ined po rtho les. She answ ered no th ing . She felt her cheek p a le  an d  cold 
and , o u t o f  a  m aze o f  distress, she prayed  to  G od  to  direct her, to  show  her 
w hat w as her du ty . T h e  b o a t blew a  long  m ournful w histle in to  the  m ist. I f  
she w ent, to -m o rro w  she w ould  be on the sea w ith F ran k , steam ing  tow ards 
B uenos Ayres. T heir passage h ad  been booked . C ould  she still d raw  back  
afte r all he h ad  d one  fo r her? H er distress aw oke a nausea in h e r body  and  
she k ep t m oving  h er lips in  silent fervent prayer.

A  bell clanged u p o n  her heart. She felt him  seize her hand:
"Com e!"
A ll th e  seas o f  th e  w orld  tum bled  ab o u t her heart. H e w as d raw ing  her 

in to  them : he w ould  d row n her. She gripped w ith b o th  hands a t the  iron  
railing.

"Com e!"
N o! N o! N o! I t w as im possible. H er hands clutched th e  iro n  in frenzy. 

A m id  the  seas she sent a cry o f  anguish!
"Eveline! Evvy!"
H e  rushed  beyond  the  barrie r and  called to  her to  follow . H e was 

shou ted  a t to  go on  b u t he still called to  her. She set her w hite face to  him , 
passive, like a  helpless anim al. H er eyes gave him  no sign o f  love o r  farewell 
o r recognition .

T H E  AW FUL FATE O F M E L PO M E N U S JO N E S
(by  Stephen Leacock)

Som e people —  n o t you n o r  I, because we are so aw fully  self-possessed 
- b u t som e people, find  g rea t difficulty in saying good-bye w hen m ak ing  a 
call o r  spending  th e  evening. As the m om ent draw s near w hen the  v isitor 
feels th a t he is fairly  entitled  to  go aw ay he rises and  says suddenly, 'W ell, I 
th in k  I . ..' T hen  th e  peop le say, 'Oh, m ust you go now? Surely it's early  yet!' 
an d  a  p itifu l struggle follows.

I th in k  th e  saddest case o f  this k ind  o f  th ing th a t I ever knew  w as th a t 
o f  m y p o o r  friend M elpom enus Jones, a clergym an - such a dear young  m an 
an d  on ly  tw enty-three! H e sim ply couldn 't get aw ay from  people. H e w as too  
m odest to  tell a  lie, and  too  religious to  wish to  ap p ear rude. N o w  it h a p ­
pened th a t he w ent to  call on  som e friends o f  his on  the very first a fte rnoon  
o f  his sum m er vacation . T he next six weeks were entirely his ow n —  ab so ­
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lu tely  n o th in g  to  do. H e chattered  a while, d ran k  tw o cups o f  tea, then p re ­
p are d  h im self fo r the effort and  said suddenly:

'W ell, I th in k  I
B u t the  lady  o f  the house said, ’O h, no! M r Jones, can 't you really  stay  a 

little  longer? '
Jones w as always tru th fu l. 'Oh, yes,' he said, 'o f course, I —  er— can 

stay .'
'T hen  please do n 't go.'
H e  stayed . H e  d ran k  eleven cups o f  tea. N ig h t was falling.
H e rose again.
'W ell now ,' he said shyly, 'I th in k  I really ...'
T o u  m u st go?' said the lady politely . ‘I th o u g h t perhaps you  cou ld  have 

stayed to  d in n er...'
'O h  well, so I could, you know ,' Jones said, 'if...'
'T hen  please stay, I'm  sure m y husb an d  will be delighted.'
'A ll righ t,' he said feebly, 'I'll stay ,' an d  he sank  back in to  his chair, ju s t 

full o f  tea an d  m iserable.
P a p a  cam e hom e. They had dinner. All th rough  the m eal Jones sat 

p lan n in g  to  leave a t eight-thirty . All the fam ily w ondered w hether M r Jones 
was s tu p id  an d  ill-tem pered, o r only stupid.

A fter d inner m am a tried to  'draw  him  out', and  show ed h im  p h o to ­
g raphs. She show ed him  all the fam ily m useum , several h und reds o f  them  - 
p h o to s  o f  p ap a 's  uncle an d  his wife, and  m am a's b ro th er and  his little boy, 
an  aw fully  in teresting  p h o to  o f  p apa 's  uncle’s friend in his Bengal un iform , 
an  aw fully  w ell-taken p h o to  o f  papa 's  g randfather's  p artn e r's  dog, an d  an 
aw fully  w icked one o f  p a p a  as the devil fo r a fancy-dress ball.

A t e igh t-th irty  Jones had  exam ined seventy-one p ho tog raphs.
T here  w ere ab o u t sixty-nine m ore th a t he hadn 't. Jones rose. 'I m ust say 

go o d  n ig h t now ,' he pleaded.
'Say go o d  night!' they  said, 'why it's only h a lf  p ast eight! H ave you  an y ­

th ing  to  do?'
'N o th in g ,' he adm itted , and m uttered  som eth ing  a b o u t stay ing  six 

weeks, an d  then  laughed m iserably.
Ju s t th en  it tu rn ed  o u t th a t the favourite  child o f  th e  fam ily, such a  dear 

little  boy, h ad  h idden M r Jones's hat, so p a p a  said  th a t he m ust stay, and  in ­
vited h im  to  a p ipe and a chat. Papa h ad  the p ipe and  gave Jones th e  chat, 
an d  still he stayed . Every m om ent he m ean t to  tak e  the plunge, b u t couldn 't. 
T hen  p a p a  began  to  get very tired  o f  Jones and  finally said, w ith  irony , th a t 
Jones had  b e tte r  stay all n igh t they could m ake up  a bed fo r him . Jones m is­
to o k  his m ean ing  and thanked  him  w ith tears in his eyes, and  p a p a  p u t 
Jones to  bed in th e  spare  room  and  cursed him  heartily .

A fter b reak fast next day, p ap a  w ent o ff  to  his w ork  in the  city, an d  left 
Jones p lay in g  w ith  the baby , b roken-hearted . H is nerve w as u tterly  gone. H e 
w as m ean ing  to  leave all day, bu t the th ing  had  got on  his m ind and  he sim-
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ply  cou ldn 't. W hen p a p a  cam e hom e in the evening he was surprised  an d  a n ­
gry to  find  Jones still there. H e th o u g h t to  get rid o f  him  w ith a jo k e , and 
said  he th o u g h t he'd  have to  charge him  fo r his board , he! he! T h e  un h ap p y  
you n g  m an  sta red  w ildly fo r a  m om ent, then  shook papa 's  hand , p a id  h im  a 
m o n th 's  b o a rd  in  advance, an d  b roke dow n and  sobbed like a  child.

In the  days th a t follow ed he was m oody  and unapproachab le . H e  lived, 
o f  course, entirely  in th e  draw ing-room , and  the lack o f  air and  exercise be­
gan  to  affect his health . H e  passed his tim e in  drinking tea  an d  look ing  a t 
the  p h o to g rap h s . H e  w ould  stand  fo r hours gazing a t th e  p h o to g rap h  o f  
p ap a 's  uncle's friend in  his Bengal un iform  - talk ing to  it, som etim es sw ear­
ing  b itterly  a t it. H is m ind  w as obviously failing.

A t leng th  th e  crash  cam e. They carried  him  upstairs in  a rag ing  delir­
ium  o f  fever. T h e  illness th a t follow ed was terrible. H e recognised no  one, 
n o t even p ap a 's  uncle's friend in  his Bengal uniform . A t tim es he w ou ld  s ta rt 
u p  from  his bed an d  shriek, 'Well, I th ink  I...' and then  fall back  up o n  the 
p illow  w ith  a  h o rrib le  laugh . T hen, again, he w ould ju m p  up  an d  cry, 'A n ­
o th e r cup o f  tea  an d  m ore pho tographs! M ore photographs! H ar! H ar!'

A t length , afte r a  m o n th  o f  agony, on the last day  o f  his vacation , he 
passed  aw ay. T hey  say th a t w hen the last m om ent cam e, he sa t up  in  bed 
w ith  a beau tifu l sm ile o f  confidence p laying upon  his face, an d  said, 'W ell - 
the  angels are calling me; I'm  afra id  I really m ust go now . G o o d  a fte rnoon .'

A n d  the  rush ing  o f  his sp irit from  its p rison-house w as as qu ick  as a 
hu n ted  ca t passing  over a  garden  fence.

T H E O P E N  W INDOW
(by  'Sak i' (H .H . M unro))

'M y a u n t will be dow n presently, M r. N u tte l,' said a  very self-possessed 
young  lady  o f  fifteen; 'in th e  m eantim e you m ust try  and  p u t up  w ith  m e.'

F ra m to n  N u tte l endeavoured to  say the correct som eth ing  w hich 
shou ld  du ly  fla tte r the  niece o f  the m om ent w ithout undu ly  d iscoun ting  the 
a u n t th a t w as to  com e. P rivately he doubted  m ore th an  ever w hether these 
fo rm al visits on  a  succession o f  to ta l strangers w ould  do m uch  tow ards 
help ing  th e  nerve cure w hich he was supposed to  be undergoing.

‘I k n o w  how  it will be,' his sister had  said when he was p rep a rin g  to  m i­
g rate  to  th is ru ra l retreat; 'you will bu ry  yourself dow n there an d  n o t speak 
to  a  living soul, an d  you r nerves will be w orse than  ever from  m oping . I shall 
ju s t  give you  letters o f  in troduc tion  to  all the people I kn o w  there. Som e o f 
them , as fa r as I can rem em ber, were quite nice.'

F ra m to n  w ondered  w hether M rs. Sappleton, the lady to  w hom  he was 
p resen ting  one o f  the letters o f  in troduction , cam e in to  the nice division.

'D o  you  know  m any  o f  the  people round  here?' asked the niece, when 
she ju d g ed  th a t they h ad  had  sufficient silent com m union.
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'H a rd ly  a sou l,' said F ram to n . 'M y sister was staying here, a t the rec­
to ry , you  know , som e fou r years ago, and she gave me letters o f  in tro d u c tio n  
to  som e o f  the  people here.'

H e m ad e  th e  last s ta tem en t in a tone o f  d istinct regret.
'T hen  you  know  prac tica lly  no th ing  a b o u t m y aunt?' pu rsued  the self- 

possessed you n g  lady.
'O nly  h er nam e an d  address,' adm itted  the caller. H e w as w ondering  

w hether M rs. S app le ton  was in the m arried  o r widowed state . A n undefin- 
ab le  som eth ing  a b o u t th e  room  seemed to  suggest m asculine h ab ita tio n .

'H er g rea t tragedy  happened  ju s t th ree years ago,' said the  child; 'th at 
w ould  be since y o u r sister's tim e.'

'H e r tragedy?' asked F ram to n ; som ehow  in th is restful coun try  spo t 
traged ies seem ed o u t o f  place.

'Y ou  m ay  w onder w hy we keep th a t w indow  wide open on an  O ctober 
a fte rn o o n ,' sa id  th e  niece, indicating  a  large French w indow  th a t opened  on 
to  a law n.

‘I t is q u ite  w arm  fo r the tim e o f  the year,' said F ram to n ; 'b u t has  th a t 
w indow  g o t any th ing  to  do  w ith the tragedy?'

'O u t th ro u g h  th a t w indow , th ree years ago to  a day, her h u sband  and  
h er tw o y o u n g  b ro thers w ent o ff  for the ir day's shooting. They never cam e 
back . In crossing  the m o o r to  their favourite  snipe-shooting g round  they 
w ere all th ree  engulfed in a treacherous piece o f  bog. It had  been th a t d rea d ­
fu l w et sum m er, you know , an d  places th a t were safe in o the r years gave w ay 
sudden ly  w ith o u t w arning. T heir bodies were never recovered. T h a t w as the 
d readfu l p a r t  o f  it.' H ere the child's voice lost its self-possessed n o te  an d  be­
cam e fa ltering ly  hum an . 'P o o r au n t always th inks th a t they will com e back 
som e day , they  an d  the little b row n spaniel tha t was lost w ith them , and  
w alk  in  a t th a t  w indow  ju s t as they used to  do. T hat is w hy the w indow  is 
k ep t open  every evening till it is qu ite dusk. Poor dear au n t, she has often 
to ld  m e how  they  w ent out, her husband  with his w hite w a te rp ro o f co a t over 
his a rm , an d  R onnie, h e r youngest bro ther, singing, "Bertie, w hy do you 
bound?" as he alw ays d id  to  tease her, because she said it got on  h er nerves. 
D o  you know , som etim es on still, quiet evenings like this, I a lm ost get a 
creepy feeling th a t  they will all w alk in th rough  th a t w indow — '

She b ro k e  o ff  w ith a little shudder. It w as a relief to  F ra m to n  w hen the 
a u n t hustled  in to  the ro o m  w ith  a  w hirl o f  apologies for being la te  in m ak ing  
h er appearance.

‘I h o p e  Y era  has been am using you?' she said.
'She has been very in teresting ,' said F ram ton .
‘I h o p e  you  d on 't m ind the open w indow ,' said M rs. S app le ton  briskly; 

'm y h u sb an d  an d  b ro thers will be hom e directly from  shooting , an d  they a l­
w ays com e in th is  way. They've been out for snipe in the m arshes to -day , so 
they'll m ak e  a fine mess over m y p o o r carpets. So like you m en-folk, isn 't it?'
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She rattled  on  cheerfully abou t the shooting and the scarcity o f  birds, 
and  the  prospects fo r duck in the winter. To F ram to n  it w as all purely  h o r­
rible. H e m ade a desperate b u t only partially  successful effort to  tu rn  the 
ta lk  on  to  a less ghastly  topic; he was conscious th a t his hostess was giving 
him  only a fragm ent o f  her atten tion , and her eyes were constan tly  stray ing  
pas t him  to  the  open  w indow  and the lawn beyond. It was certainly an  u n ­
fo rtu n a te  coincidence th a t he should have paid  his visit on  this tragic a n n i­
versary.

‘T he docto rs agree in ordering m e com plete rest, an absence o f  m ental 
excitem ent, and  avoidance o f  anything in the n a tu re  o f  v iolent physical exer­
cise,' announced  F ram to n , w ho laboured under the to le rab ly  w idespread 
delusion th a t to ta l strangers and chance acquaintances are hungry  fo r the 
least detail o f  one's ailm ents and  infirmities, the ir cause and  cure. ’O n the 
m a tte r o f  diet they are n o t so m uch in agreem ent,1 he continued.

'N o?1 said M rs. Sappleton, in a voice w hich only replaced a yaw n a t the 
last m om ent. T hen  she suddenly brightened in to  alert a tten tio n  - b u t n o t to  
w hat F ra m to n  was saying.

’H ere  they are a t last!1 she cried. 'Just in tim e for tea, and  do n 't they look  
as if  they were m uddy  up to  the eyes!'

F ra m to n  shivered slightly and tu rned tow ards the niece w ith a look  in ­
tended  to  convey sym pathetic com prehension. The child was sta ring  o u t 
th ro u g h  th e  open  w indow  w ith dazed h o rro r in her eyes. In a chill shock o f  
nameless fear F ram ton swung round in his seat and looked in the same direction.

In th e  deepening tw ilight three figures were w alking across the law n to ­
w ards the  w indow ; they all carried guns under their arm s, an d  one o f  them  
was ad d itiona lly  burdened w ith a white coat hung  over his shoulders. A 
tired  b row n  spaniel kep t close a t their heels. N oiselessly they neared  the 
house, an d  then a hoarse  young  voice chanted o u t o f  th e  dusk: ‘I said, Ber­
tie, w hy do  you bound?'

F ra m to n  grabbed  w ildly a t his stick and hat; the hall-door, the  gravel- 
drive, an d  the  fro n t gate were dimly noted stages in his head long  re trea t. A 
cyclist coming along the road had to run into the hedge to avoid imminent collision.

'H ere we are, m y dear,' said the bearer o f  th e  white m ackin tosh , com ing 
in th ro u g h  th e  w indow ; 'fairly m uddy, but m ost o f  it's dry. W ho w as th a t 
w ho bolted  o u t as we cam e up?'

'A  m ost ex trao rd inary  m an, a M r. N u tte l,’ said M rs. S appleton; 'could 
only ta lk  a b o u t his illnesses, and dashed o ff w ithou t a w ord o f  good-bye or 
apo logy  when you  arrived. O ne would th ink  he had seen a ghost.'

‘I expect it was the spaniel,' said the niece calmly; 'he to ld  m e he had  a 
h o rro r  o f  dogs. H e was once hunted  into a cemetery som ew here on  the 
banks o f  the G anges by a pack  o f  pariah  dogs, and  had to  spend the n igh t in 
a new ly dug  grave w ith th e  creatures snarling and  grinning an d  foam ing  ju s t 
above him . E nough to  m ake any one lose their nerve.1

R om ance a t short notice was her speciality.
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A DELL PICKLE
(by  Katherine M ansfield)

A nd then , afte r six years, she saw him  again. H e was seated a t one o f  
those  little  b am b o o  tables decorated  w ith a  Japanese vase o f  p ap e r daffodils. 
T here  w as a tall p la te  o f  fru it in fro n t o f  him , and  very carefully, in a  way 
she recognized im m ediately  as his 'special' way, he was peeling an orange.

H e  m ust have felt th a t shock  o f  recognition  in her for he looked  up  and  
m et her eyes. Incredible! H e d idn 't know  her! She smiled; he frow ned. She 
cam e to w ard s him . H e closed his eyes an instan t, b u t opening them  his face 
lit up  as th o u g h  he had  struck  a m atch in a dark  room . H e laid  dow n the  o r­
ange an d  pushed  back  his chair, an d  she to o k  her little w arm  h an d  o u t o f  
h e r m u ff  an d  gave it to  him .

'Vera!' he exclaim ed. 'H ow  strange. Really, fo r a m om ent I d idn 't know  
you. W on 't you sit dow n? Y ou 've had  lunch? W on 't you have som e coffee?'

She hesita ted , b u t o f  course she m ean t to.
'Yes, I'd like som e coffee.' A nd she sat dow n opposite him .
'Y ou've changed. Y ou 've changed very m uch,' he said, sta ring  a t her 

w ith  th a t eager, lighted look. 'Y ou  look  so well. I've never seen you lo o k  so 
well before.'

'Really?' She raised her veil and  unb u tto n ed  her high fur collar. ‘I do n 't 
feel very well. I can 't bea r this w eather, you know .'

'Ah, no . Y ou  hate  the cold. ...’
'L o a th e  it.’ She shuddered. 'A nd the w orst o f  it is th a t the o lder one 

grow s...'
H e in te rru p ted  her. 'Excuse m e,' and  tapped  on the tab le  fo r the w ait­

ress. 'Please b ring  som e coffee and  cream .' T o her: 'Y ou are sure you  w on 't 
ea t any th ing? Som e fruit, perhaps. T he fru it here is very good.'

'N o, th an k s. N o th ing .'
'Then th a t's  settled .' A nd sm iling ju s t a  h in t to o  b road ly  he to o k  up the 

orange  again . 'Y ou  were saying - the older one grows -'
'The co lder,' she laughed. B u t she was th ink ing  how  well she rem em ­

bered th a t trick  o f  his - the trick  o f  in terrup ting  her - and  o f  how  it used to  
exasperate  her six years ago. She used to  feel then as though  he, qu ite  su d ­
denly, in the m iddle o f  w hat she was saying, pu t his h and  over her lips, 
tu rn ed  from  her, a ttended  to  som ething different, and then to o k  his h and  
aw ay, an d  w ith ju s t  the sam e slightly to o  b ro ad  smile, gave her his a tten tion  
again . . . .N ow  we are ready. T h a t is settled.

'T he colder!' H e echoed her w ords, laughing  too. 'A h, ah . Y ou  still say 
the  sam e th ings. A nd  there is ano ther th ing  abou t you th a t is n o t changed at 
all - you r beau tifu l voice - you r beautifu l w ay o f  speaking.' N ow  he w as very 
grave; he leaned tow ards her, and  she smelled the w arm , stinging scent o f  the 
o range  peel. ’Y ou  have only  to  say one w ord  and I w ould know  you r voice 
am ong  all o th e r voices. I d on 't know' w hat it is - I've often w ondered - th a t
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m akes you r voice such a - haun ting  m em ory . . . D o  you rem em ber th a t first 
afte rnoon  we spen t together a t Kew G ardens? Y ou were so surprised  be­
cause I did no t know  the nam es o f  any flowers. I am  still ju s t as ig n o ran t for 
all you r telling me. B ut w henever it is very fine and  w arm , and  I see som e 
b righ t colours - it's aw fully strange - I hear your voice saying: "G eranium , 
m arigo ld , and  verbena." A nd I feel those three w ords are all I recall o f  som e 
forgotten , heavenly language. . . . Y ou rem em ber th a t afternoon?'

'Oh, yes, very well.' She drew  a long, soft breath , as th o u g h  the paper 
daffodils between them  were alm ost too  sweet to  bear. Y et, w hat h ad  re ­
m ained in her m ind  o f  th a t p articu la r afternoon  was an  absurd  scene over 
the tea  table. A  great m any people tak ing  tea in a C hinese pagoda , an d  he 
behaving like a  m aniac a b o u t the wasps - w aving them  aw ay, flapping  at 
them  w ith his straw  hat, serious and infuriated o u t o f  all p ro p o rtio n  to  the 
occasion. H ow  delighted the sniggering tea drinkers had  been. A nd how  she 
h ad  suffered.

B ut now, as he spoke, th a t m em ory faded. H is was the truer. Yes, it had  
been a w onderful afte rnoon , full o f  geranium  and  m arigo ld  an d  verbena, 
and  - w arm  sunshine. H er thoughts lingered over the last tw o w ords as 
though  she sang them .

In the w arm th , as it were, ano ther m em ory unfolded. She saw  herself 
sitting  on  a law n. H e lay beside her, and  suddenly, afte r a long silence, he 
rolled over and p u t his head in her lap.

‘I w ish,' he said  in a low, troubled  voice, ‘I wish th a t I h ad  taken  po ison  
an d  were ab o u t to  die - here now!'

A t th a t m om ent a little girl in a white dress, ho ld ing  a long, dripp ing  
w ater lily, dodged from  behind a bush, stared a t them , an d  dodged  back  
again. B ut he did n o t see. She leaned over him.

'Ah, why do  you say tha t?  I could n o t say th a t.'
But he gave a kind o f soft moan, and taking her hand he held it to his cheek.
'Because I know  I am  going to  love you too  m uch - fa r to o  m uch. A nd I 

shall suffer so terribly, Vera, because you never, never will love me.'
H e was certainly fa r better looking now  th an  he had  been then. H e had  

lost all th a t d ream y vagueness and indecision. N ow  he h ad  the  a ir  o f  a  m an 
w ho has found  his place in life, and fills it w ith a confidence and  an assu r­
ance w hich was, to  say the least, impressive. H e m ust have m ade m oney, 
too . H is clothes were adm irable, and a t tha t m om ent he pu lled  a R ussian 
cigarette case o u t o f  his pocket.

'W on 't you smoke?'
'Yes, I will.' She hovered over them . 'They lo o k  very good.'
‘I th in k  they are. I get them  m ade for me by a little m an in St Jam es's 

Street. I do n 't sm oke very m uch. I'm n o t like you - b u t when I do, they m ust 
be delicious, very fresh cigarettes. Sm oking isn't a h ab it w ith me; it's a  luxury  
- like perfum e. A re you still so fond o f  perfum es? Ah, when I was in Russia
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She b roke in: 'Y ou've really been to  Russia?'
'Oh, yes. I w as there fo r over a year. H ave you fo rgo tten  how  we used 

to  ta lk  o f  going there?'
TsJo, I've n o t fo rgotten .'
H e gave a strange h a lf  laugh  and  leaned back  in his chair.
‘Isn 't it curious? I have really carried o u t all those jou rn ey s th a t we 

p lanned . Y es, I have been to  all those places th a t we ta lked  of, and  stayed in 
them  long  enough to  - as you used to  say, "air oneself ' in  them . In  fact, I 
have spen t the last th ree years o f  my life travelling  all the tim e. Spain, C o r­
sica, S iberia, R ussia, Egypt. T he only coun try  left is C hina, and  I m ean  to  
go there, too , when the w ar is over.'

As he spoke, so lightly, tapp ing  the end o f  his cigarette aga inst the  ash ­
tray , she felt the strange beast th a t had  slum bered so long w ith in  her bosom  
stir, stretch  itself, yaw n, prick  up its ears, and  suddenly b o u n d  to  its feet, an d  
fix its longing, hungry  sta re  u p o n  those fa r aw ay places. B ut all she said  was, 
sm iling  gently: 'H ow  I envy you.'

H e accepted tha t. ‘It has been,1 he said, 'very w onderfu l - especially 
R ussia. R ussia w as all th a t we had im agined, and  far, far m ore. I even spent 
som e days on a  river b o a t on  the Volga. D o  you rem em ber th a t b oa tm an 's  
song  th a t you used to  p lay?’

'Yes.' It began to p lay  in her m ind as she spoke.
'D o  you ever p lay  it now?'
'N o, I've no p iano .'
H e was am azed a t tha t. 'B ut w hat has becom e o f  you r beautifu l p iano? '
She m ade a  little grim ace. 'Sold. Ages ago.'
'B ut you were so fond o f  music,,' he w ondered.
‘I've no  tim e fo r it now ,' said  she.
H e  le t it go a t tha t. 'T ha t river life,' he w ent on, 'is som eth ing  qu ite  spe­

cial. A fter a  day o r tw o you canno t realize th a t you have ever know n  a n ­
o ther. A nd it is no t necessary to  know  the language - the life o f  the b o a t cre­
ates a  bo n d  between you and  the people tha t's  m ore th an  sufficient. Y o u  eat 
w ith them , pass the day w ith them , and  in the evening there is th a t endless 
singing.'

She shivered, hearing  the b o a tm an ’s song b reak  o u t again  loud  and  
tragic, an d  seeing the b o a t floating  on the darkening  river w ith  m elancholy  
trees on  either side . . .  'Yes, I should  like th a t,' said she, s trok ing  her m uff.

"You'd like alm ost everything ab o u t R ussian life,' he said  w arm ly. ‘It's 
so in form al, so im pulsive, so free w ithout question. A nd then the peasan ts 
a re  so splendid. T hey are such hum an  beings - yes, th a t is it. Even the  m an 
w ho drives you r carriage has - has som e real p a r t in w hat is happening . I 
rem em ber the evening a p arty  o f  us, tw o friends o f  m ine and  the wife o f  one 
o f  them , w ent fo r a picnic by the Black Sea. W e to o k  supper an d  cham pagne 
an d  ate an d  d ran k  on the grass. A nd while we were eating  the  coachm an
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cam e up. "H ave a dill pickle," he said. H e w anted to  share with us. T h a t 
seemed to  m e so right, so - you know  w hat I mean?'

A nd she seem ed a t th a t m om ent to  be sitting on the grass beside the 
m ysteriously B lack Sea, b lack as velvet, and  ripp ling  against the  banks in 
silent, velvet waves. She saw  the carriage draw n up to  one side o f  the  road , 
an d  the little g roup  on  the grass, the ir faces and  hands w hite in the  m o o n ­
light. She saw  th e  pale  dress o f  the w om an outspread  and  her fo lded paraso l, 
lying on  the  grass like a  huge pearl crochet hook. A p art from  them , w ith  his 
supper in a clo th  on  his knees, sat the coachm an. 'H ave a  dill p ickle,' sa id  he, 
an d  although  she was n o t certain  w hat a dill p ickle was, she saw  the  greenish 
glass ja r  w ith a red chili like a parro t's  beak glim m ering th rough . She sucked 
in her cheeks; the  dill p ickle was terribly sour. . . .

'Yes, 1 know  perfectly w hat you m ean,' she said.
In  th e  pause  th a t follow ed they looked a t each o ther. In the  p a s t when 

they h ad  looked  a t each o ther like th a t they had  felt such a boundless u n d e r­
stand ing  betw een them  th a t the ir souls had, as it were, p u t th e ir  arm s ro u n d  
each o th e r an d  d ropped  in to  the  sam e sea, con ten t to  be drow ned, like 
m ournfu l lovers. B ut now , the  surprising th ing was th a t it w as he w ho held 
back. H e w ho said:

'W hat a  m arvellous listener you are. W hen you look  a t me w ith  those 
wild eyes I feel th a t I could tell you things th a t I w ould never b rea the  to  a n ­
o ther hu m an  being.'

W as there ju s t  a h in t o f  m ockery in his voice o r  w as it her fancy? She 
could  n o t be sure.

‘Before I m et you,' he said, I had  never spoken o f  m yself to  anybody . 
H ow  well I rem em ber one night, the night th a t I b ro u g h t you  the little 
C hristm as tree, telling you all abou t my childhood. A nd o f  how  I w as so 
m iserable th a t I ran  aw ay an d  lived under a  cart in  o u r yard  fo r tw o days 
w ithou t being discovered. A nd you listened, and your eyes shone, an d  I felt 
th a t you had  even m ade th e  little C hristm as tree listen too , as in  a fairy  
story .'

B ut o f  th a t evening she had  rem em bered a little p o t o f  caviare. It had 
cost seven and  sixpence. H e could not get over it. T h ink  o f  it - a tiny  ja r  like 
th a t costing seven an d  sixpence. W hile she ate it he w atched her, delighted 
and  shocked.

‘N o , really, th a t is eating  m oney. Y ou could n o t get seven shillings in to  
a  little p o t th a t size. O nly th in k  o f  the p ro fit they m ust m ake. ...' A nd  he had  
begun som e im m ensely com plicated calculations. . . . B ut now  good-bye to  
the caviare. T h e  C hristm as tree was on  the table, and  the little boy  lay under 
the cart w ith his head  pillow ed on the yard dog.

‘T he dog was called B osun,' she cried delightedly.
But he d id  n o t follow. 'W hich dog? H ad  you a dog? I d on 't rem em ber a 

dog a t all.'
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'N o , no. I m eant the yard  dog w hen you were a little boy.' H e laughed 
an d  snapped  the cigarette case to.

'W as he? D o you know  I h ad  forgotten  tha t. It seems such ages ago. I 
ca n n o t believe th a t it is only  six years. A fter I had  recognized you  to d a y  -I 
h ad  to  tak e  such a leap -I had  to  take a  leap over m y w hole life to  get back  
to  th a t  tim e. I was such a kid then .' H e drum m ed on  the table. ‘I've often 
th o u g h t how  I m ust have bored  you. A nd now  I understand  so perfectly  w hy 
you  w rote to  m e as you did - a lthough  a t the tim e th a t letter nearly  finished 
m y life. I fo u n d  it again  the o ther day, and  I couldn 't help laughing  as I read  
it. I t  w as so clever - such a  tru e  p ic ture o f  m e.' H e glanced up. 'Y ou 're  n o t 
going?'

She h ad  b u ttoned  her collar again  and draw n dow n her veil.
Y es , I am  afraid  I m ust,' she said, and  m anaged a smile. N o w  she knew  

th a t he h ad  been m ocking.
'Ah, no , please,' he pleaded. 'D on 't go ju s t  fo r a m om ent,’ an d  h e  caugh t 

u p  on e  o f  her gloves from  the tab le  an d  clutched a t it as if  th a t w ould  ho ld  
her. ‘I see so few people to  ta lk  to  now adays, th a t I have tu rn ed  in to  a  so rt 
o f  b a rb a ria n ,1 he said. 'H ave I said som ething to  h u rt you?'

'N o t a  b it,' she lied. B ut as she w atched him  draw  her glove th ro u g h  his 
fingers, gently, gently, her anger really did die dow n, and besides, a t the 
m o m en t he looked  m ore like h im self o f  six years ago. . . .

'W hat I really  w anted then ,' he said softly, 'was to  be a so rt o f  ca rpe t - 
to  m ake  m yself in to  a sort o f  carpet fo r you to  w alk on so th a t you  need n o t 
be h u r t by  the  sharp  stones an d  the m ud th a t you hated  so. It w as n o th in g  
m ore  positive th a n  th a t - no th ing  m ore selfish. Only I did desire, eventually , 
to  tu rn  in to  a m agic carpet and  carry you aw ay to  all those lands you  longed 
to  see.'

A s he spoke she lifted her head as though  she d ran k  som ething; the 
stran g e  beast in her bosom  began to  purr. . . .

‘I felt th a t you were m ore lonely than  anybody else in the  w orld ,' he 
w ent on, 'and yet, perhaps, th a t you were the only person  in the w orld  w ho 
w as really, tru ly  alive. B orn o u t o f  your tim e,' he m urm ured , s tro k in g  the 
glove, 'fated.'

A h, G od! W hat had  she done! H ow  had  she dared  to  th ro w  aw ay  her 
happ iness like this. This was the  only m an w ho had  ever understo o d  her. 
W as it to o  late? C ould  it be to o  late? She was th a t glove th a t he held in his 
fingers....

'A nd then the  fact th a t you had no  friends and never had  m ade  friends 
w ith  people. H ow  I understood  tha t, fo r neither had  I. Is it ju s t th e  sam e 
now ?'

'Yes,' she breathed. 'Just the  sam e. I am  as alone as ever.'
'So am  I,' he laughed gently, 'just the sam e.'
Suddenly  w ith a quick  gesture he handed  her back  the  glove and  

scraped  his chair on the floor. 'But w hat seemed to  me so m ysterious then  is
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perfectly p lain  to  m e now . A nd to  you, too , o f  course. . . .  It sim ply w as th a t 
we were such egoists, so self-engrossed, so w rapped up in ourselves th a t we 
h ad n 't a corner in o u r hearts fo r anybody  else. D o  you know ,' he cried, naive 
an d  hearty , and  dreadfu lly  like an o th er side o f  th a t old self again , ‘I began 
studying  a M ind  System  w hen I was in Russia, and  1 found  th a t we were n o t 
pecu liar at all. It's qu ite  a w ell-know n form  of...'

She had  gone. H e sat there, thunder-struck , as tounded  beyond  w ords. . 
. . A nd  then he asked the w aitress fo r his bill.

'But the cream  has n o t been touched,' he said. 'Please do  n o t charge m e 
fo r it.'

LAM B TO TH E SLAUG H TER
(b y  R oald  D ahl)

T he room  was w arm  and  clean, the  curta ins draw n, the  tw o tab le  lam ps 
a ligh t - hers and  the one by the  em pty chair opposite. O n the sideboard  be­
h ind  her, tw o tall glasses, soda w ater, whisky. F resh  ice cubes in the  T h er­
m os bucket.

M ary  M aloney  was w aiting  fo r her husband  to  com e hom e from  w ork.
N ow  an d  again  she w ould glance up a t the clock, b u t w ithou t anxiety, 

m erely to  p lease herself w ith the  th o u g h t th a t each m inu te gone by m ade it 
nearer the tim e w hen he w ould  com e. There was a  slow  sm iling a ir  abou t 
her, and  a b o u t everything she did. The d rop  o f  the head as she ben t over her 
sewing was curiously tranqu il. H er skin - fo r th is was her sixth m o n th  with 
child - had  acquired  a w onderful translucent quality , the m o u th  was soft, 
an d  the eyes, w ith the ir new placid look, seemed larger, d a rk e r th an  before.

W hen the clock said  ten m inutes to  five, she began to  listen, and  a few 
m om ents later, punctually  as always, she heard  the tyres on  th e  gravel o u t­
side, and  the car d o o r  slam m ing, the footsteps passing the w indow , the key 
tu rn ing  in th e  lock. She laid aside her sewing, stood  up, and  w ent fo rw ard  to  
kiss him  as he cam e in.

'H ullo , darling ,' she said.
'H ullo ,' he answered.
She to o k  his coa t and  hung  it in the closet. Then she w alked over and 

m ade the drinks, a strongish  one for him , a w eak one fo r herself; and  soon 
she was back  again  in her chair with the  sewing, an d  he in the  o ther, o p p o ­
site, ho ld ing  the tall glass w ith bo th  his hands, rocking it so th e  ice cubes 
tink led  against the  side.

F o r  her, th is w as always a blissful tim e o f  day. She knew  he d idn 't w an t 
to  speak m uch un til the first d rink was finished, and  she, on  her side, was 
con ten t to  sit quietly , enjoying his com pany afte r the long  hou rs a lone in the 
house. She loved to  luxuria te  in the presence o f  this m an, and  to  feel - a lm ost 
as a sunbather feels the sun - th a t w arm  m ale glow th a t cam e o u t o f  h im  to
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her when they w ere alone together. She loved him  for the w ay he sa t loosely  
in a chair, fo r  th e  way he cam e in a  door, o r moved slowly across the  ro o m  
w ith long strides. She loved the  in tent, far look  in his eyes w hen they  rested  
on  her, the  fu n n y  shape o f  th e  m outh , and especially the w ay he rem ained  
silent a b o u t his tiredness, sitting  still w ith him self until the  w hisky h a d  ta k en  
som e o f  it aw ay.

T ire d , darling?'
‘Yes' he said . 'I'm  tired .' A nd  as he spoke, he did an  u nusua l th ing . H e 

lifted his glass an d  drained  it in  one swallow although there w as still h a l f  o f  
it, a t least h a lf  o f  it, left. She w asn 't really w atching him  b u t she knew  w hat 
he had  d one  because she hea rd  the  ice cubes falling back aga inst th e  b o tto m  
o f  the em pty  glass w hen he low ered his arm . H e paused a  m om ent, lean ing  
fo rw ard  in  th e  chair, then  he got up  and  w ent slowly over to  fetch h im self 
ano ther.

‘I'll get it!’ she cried, ju m p in g  up.
'Sit dow n ,' he said.
W hen he cam e back, she noticed th a t the new drink  w as d a rk  am b er 

w ith the q u an tity  o f  w hisky in  it.
'D arling , shall I get you r slippers?'
'N o.'
She w atched  him  as he began to  sip the dark  yellow’ d rin k , an d  she 

could  see little  o ily  swirls in th e  liquid because it was so strong .
‘I th in k  it's a  sham e,' she said, 'tha t when a policem an gets to  be as sen­

io r as you, they  keep him  w alking ab o u t on his feet all day long.'
H e d id n 't answ er, so she ben t her head again and  w ent on w ith  her 

sewing; b u t each tim e he lifted the drink to  his lips, she heard  the  ice cubes 
clinking aga in st the  side o f  the  glass.

‘D arlin g ,' she said. 'W ould  you like me to  get you som e cheese? I h av e­
n 't m ade an y  supper because it's T hursday .'

'N o ,' h e  said.
I f  you 're  to o  tired to  ea t ou t,' she went on, 'it's still n o t to o  late. T here 's 

p len ty  o f  m eat an d  s tu ff  in th e  freezer, and you can have it r ig h t h e re  and  
no t even m ove o u t o f  th e  cha ir.'

H er eyes w aited  on  h im  fo r an answer, a smile, a little n o d , b u t h e  m ade 
no  sign.

'A nyw ay,' she w ent on, I'll get you som e cheese and  crackers f irs t.’
‘I d o n 't w an t it,' he said.
She m oved uneasily  in h er chair, the large eyes still w atch ing  h is face. 

‘B ut you  m ust have supper. I can easily do it here. I'd like to  do  it. W e can 
have lam b chops. O r p o rk . A ny th ing  you w ant. Everything's in  th e  freezer.'

'F o rget it,' he said.
'But, darling , you m ust eat! I'll fix it anyway, and then  you can  have it 

o r not, as you  like.'
She s tood  up  and placed her sewing on the table by the lam p.
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'Sit dow n,' he said. 'Just fo r a  m inute, sit dow n.'
It w asn 't till then th a t she began to  get frightened.
'G o  on,' he said. 'Sit dow n.'
She low ered herself back  slowly in to  the chair, w atching him  all the 

tim e w ith  those  large, bew ildered eyes. H e had finished the second d rink  and 
was sta ring  dow n in to  th e  glass, frow ning.

'L isten ,' he said. ‘I've go t som eth ing  to  tell you.'
'W hat is it, darling? W hat's the  m atter?'
H e had  becom e abso lu te ly  m otionless, and  he k ep t his head  dow n so 

th a t th e  ligh t from  the  lam p  beside him  fell across the upper p a r t o f  his face, 
leaving the chin and  m o u th  in shadow . She noticed there was a  little m uscle 
m oving n ea r the co rner o f  his left eye.

‘T his is going to  be a b it o f  a shock to  you. I'm  afraid ,' he said. 'B ut I've 
th o u g h t a b o u t it a  good  deal an d  I've decided the only th ing  to  do  is tell you 
righ t aw ay. I hope you w on 't b lam e m e to o  m uch.'

A nd he to ld  her. It d idn 't ta k e  long, four o r  five m inutes a t m ost, and 
she sa t very still th rough  it all, w atching him  w ith a k ind  o f  dazed h o rro r  as 
he w ent fu rth e r and  fu rth e r aw ay from  her with each w ord.

'So there it is,' he added . 'A nd  1 know  it's k ind  o f  a  bad  tim e to  be tell­
ing you, b u t there sim ply w asn 't any other way. O f  course I'll give you 
m oney an d  see you 're  looked after. B ut there needn 't really be any  fuss. I 
hope n o t anyw ay. It w ou ldn 't be very good for my jo b .'

H er first instinct w as n o t to  believe any o f  it, to  reject it all. It occurred 
to  her th a t perhaps he h ad n 't even spoken, th a t she herself had  im agined the 
w hole th ing . M aybe, if  she w ent ab o u t her business and  acted as th o u g h  she 
h ad n 't been listening, then  la ter, when she sort o f  w oke up  again , she m ight 
find  n one  o f  it h ad  ever happened .

‘Ill get the supper,1 she managed to whisper, and this time he didn't stop her.
W hen she w alked across th e  room  she couldn 't feel her feet touch ing  the 

floor. She cou ldn 't feel any th ing  a t all - except a slight nausea an d  desire to  
vom it. E very th ing  was au to m atic  now  - dow n the stairs to  the  cellar, the 
ligh t sw itch, the deep freeze, the  hand  inside the cabinet tak in g  ho ld  o f  the 
first object it m et. She lifted it ou t, and looked a t it. It was w rapped  in p a ­
per, so she to o k  o ff the  p ap e r and  looked a t it again.

A  leg o f  lam b.
All righ t then, they w ould  have lam b for supper. She carried  it upstairs, 

ho ld ing  the  th in  bone-end  o f  it w ith bo th  her hands, an d  as she w ent 
th ro u g h  th e  living-room , she saw  him  standing over by the w indow  w ith his 
back  to  her, and  she stopped.

'F o r  G od 's  sake,' he said, hearing her, b u t no t tu rn ing  ro u n d . 'D on 't 
m ake supper for me. I'm  going ou t.'

A t th a t po in t, M ary  M aloney  sim ply w alked up behind him  and w ith ­
o u t any pause she sw ung the big frozen leg o f  lam b high in the air and 
b ro u g h t it dow n as h a rd  as she could on the back o f  his head.
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She m ight ju s t  as well have h it him  w ith a steel club.
She stepped back a pace, w aiting, and  the funny th ing  was th a t he re­

m ained  stand ing  there for a t least fou r o r five seconds, gently sw aying. Then 
he crashed to  the  carpet.

T he violence o f  the crash, th e  noise, the small tab le  overturn ing , helped 
b ring  her o u t o f  the shock. She cam e o u t slowly, feeling cold and  surprised, 
an d  she s tood  fo r a  while b link ing  a t the body, still ho ld ing  the  ridiculous 
piece o f  m eat tig h t w ith bo th  hands.

All right, she to ld  herself. So I've killed him .
It w as ex trao rd inary , now , how  clear her m ind becam e all o f  a  sudden. 

She began th ink ing  very fast. As the wife o f  a detective, she knew  qu ite  well 
w hat the pena lty  w ould be. T h a t w as fine. It m ade no  difference to  her. In 
fact, it w ould  be a relief. O n th e  o th e r hand , w hat a b o u t the child? W hat 
were the laws ab o u t m urderers w ith unb o rn  children? D id  they  kill them  
b o th  - m o th er an d  child? O r d id  they w ait until the ten th  m on th? W hat did 
they do?

M ary  M aloney  d idn 't know . A nd  she certainly w asn 't p repared  to  take 
a  chance.

She carried  the  m eat in to  the  k itchen , placed it in  a pan , tu rn ed  the 
oven on high, an d  shoved it inside. T hen she w ashed her hands an d  ran  u p ­
sta irs to  the  bedroom . She sa t dow n before the m irro r, tid ied  her face, 
touched  up  her lips and face. She tried a  smile. It cam e o u t ra th e r  peculiar. 
She tried  again .

'H ullo  Sam ,' she said brightly , aloud .
T he voice sounded peculiar too .
‘I w an t som e po ta toes please, Sam . Yes, and  I th in k  a  can o f  peas.'
T h a t w as better. B oth  the  sm ile and  the  voice w ere com ing o u t better 

now . She rehearsed it several tim es m ore. T hen  she ran  dow nsta irs , to o k  her 
coat, w ent o u t th e  back door, dow n th e  garden, in to  the  street.

It w asn ’t  six o ’clock yet an d  the lights were still on in the grocery shop.
'H u llo  Sam ,' she said brightly , sm iling a t the m an behind  the  counter.
'W hy, good  evening, M rs M aloney. H ow 're you?
‘I w an t som e po ta toes please, Sam . Yes, and  I th ink  a can o f  peas.'
T he m an  tu rned  and  reached up behind him  on the  she lf fo r the peas.
'Patrick 's decided he's tired  and  doesn 't w ant to  eat o u t ton ig h t,' she told 

h im . 'W e usually  go o u t T hursdays, you know , an d  now  he's caugh t me 
w ith o u t any vegetables in the house.'

'Then how  ab o u t m eat, M rs M aloney?'
'N o, I've got m eat, thanks. I got a nice leg o f  lam b, from  the  freezer.'
'O h.'
‘I d o n 't m uch  like cooking it frozen, Sam , b u t I'm  tak ing  a chance on it 

th is  tim e. Y o u  th in k  it'll be all right?'
'Personally ,' the grocer said, ‘I don 't believe it m akes any  difference. 

Y ou  w an t these Idaho  potatoes? '
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'O h yes, tha t'll be fine. Tw o o f  those.'
'A ny th ing  else?' T he grocer cocked his head  on  one side, looking  at her 

p leasan tly . 'H ow  ab o u t afterw ards? W hat you  going to  give h im  fo r afte r­
w ards?'

'W ell - w hat w ould  you suggest, Sam?'
T he m an  glanced a ro u n d  his shop. 'H ow  abou t a nice big slice o f  

cheesecake? I know  he likes th a t.'
'Perfect,' she said. 'H e loves it.'
A n d  w hen it was all w rapped  and  she had  paid , she p u t on her b righ test 

sm ile an d  said, 'T hank  you, Sam . G o o d  n igh t.'
'G o o d  night, M rs M aloney. A nd th a n k  you.'
A nd  now , she to ld  herself as she hurried  back, all she was do ing  now, 

she w as re tu rn in g  hom e to  her husband  and  he was w aiting fo r his supper; 
an d  she m u st cook  it good, and  m ake it as tasty  as possible because the  p o o r 
m an  w as tired; and  if, w hen she entered the  house, she happened  to  find any­
th ing  unusual, o r tragic, o r  terrible, then na tu ra lly  it w ould be a  shock  and 
she'd becom e fran tic  w ith g rief and  h o rro r. M ind  you, she w asn 't expecting 
to  find  any th ing . She w as ju s t  going hom e w ith the vegetables. M rs P atrick  
M aloney  going hom e w ith  the  vegetables on  T hursday  evening to  cook  su p ­
p er fo r h e r husband .

T h a t 's  the  way, she to ld  herself. D o everything right and  n a tu ra l. K eep 
th ings abso lu te ly  n a tu ra l and  there'll be no  need fo r any acting a t all.

T herefore, w hen she entered  the k itchen  by the back door, she was 
h u m m ing  a  little tune to  herself and  smiling.

'Patrick!' she called. 'H ow  are you, darling?'
She p u t the  parcel dow n on  the tab le  and  w ent th rough  in to  the  living- 

room ; an d  w hen she saw  him  lying there on the floor w ith his legs doubled 
up an d  o n e  arm  tw isted back  underneath  his body, it really was ra th e r a 
shock. A ll th e  old love an d  longing for him  welled up inside her, an d  she ran  
over to  h im , knelt dow n beside him , an d  began to  cry her h ea rt ou t. It was 
easy. N o  ac ting  w as necessary.

A  few  m inutes la ter she got up an d  went to  the phone. She knew  the 
n u m b er o f  the  police s ta tion , and when the m an a t the o ther end answered, 
she cried to  him , 'Quick! C om e quick! Patrick 's dead!'

'W ho 's speaking?'
'M rs M aloney. M rs P atrick  M aloney.'
'Y ou  m ean  P atrick  M aloney 's dead?'
‘I th in k  so,' she sobbed. 'He's lying on the floo r and I th ink  he's dead .'
'Be rig h t over,' th e  m an  said.
T h e  ca r cam e very quickly, and  when she opened the fron t door, tw o 

policem en w alked in. She knew  them  bo th  - she knew nearly all the m en at 
th a t p rec in c t - an d  she fell righ t in to  Jack  N oonan 's  arm s, weeping hysteri­
cally. H e  p u t her gently  in to  a chair, then w ent over to  jo in  the  o th e r one, 
w ho w as called O 'M alley, kneeling by the body.
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‘Is he dead?' she cried.
‘I'm  afra id  he is. W hat happened? '
Briefly, she to ld  her sto ry  a b o u t going o u t to  the grocer an d  com ing 

back  to  find him  on  th e  floor. W hile she was talking, crying and ta lk ing , 
N o o n a n  discovered a  sm all p a tch  o f  congealed b lood on the  dead  m an 's 
head. H e  show ed it to  O 'M alley  w ho got up at once and  h u rried  to  the 
phone.

Soon, o th e r  m en began to  com e in to  the house. F irs t a  docto r, then  tw o 
detectives, one o f  w hom  she knew  by nam e. L ater, a police p h o to g rap h e r a r ­
rived an d  to o k  pic tures, and a  m an w ho knew  ab o u t fingerprin ts. T here  was 
a  g reat deal o f  w hispering an d  m uttering  beside the corpse, a n d  the  detec­
tives k ep t ask ing  h er a lo t o f  questions. B ut they always trea ted  her kindly . 
She to ld  her sto ry  again , this tim e righ t from  the beginning, w hen P atrick  
h ad  com e in, and  she w as sewing, and  he was tired, so tired  he h a d n 't w anted  
to  go o u t fo r supper. She to ld  how  she'd p u t the m eat in the oven - 'it's there 
now , cooking ' - and  how  she'd slipped o u t to  the grocer fo r vegetables, and  
com e b ack  to  find  him  lying on  th e  floor.

'W hich grocer?' one o f  the  detectives asked.
She to ld  him , an d  he tu rn ed  and w hispered som ething to  the  o th e r de­

tective w ho im m ediate ly  w ent ou tside in to  the street.
In fifteen m inu tes he was b ac k  w ith  a page o f  notes, an d  the re  w as m ore 

w hispering, and  th ro u g h  her sobb ing  she heard  a few o f  the  w hispered 
ph rases - '... acted qu ite  no rm al . . . very cheerful . . . w an ted  to  give h im  a 
good supper . . . p eas . . . cheesecake . . . im possible th a t she. . .'

A fter a while, th e  p h o to g rap h e r and  the docto r departed  an d  tw o o ther 
m en cam e in an d  to o k  the corpse aw ay on a  stretcher. T hen  th e  fingerp rin t 
m an  w ent aw ay. T h e  tw o detectives rem ained, and  so d id  the tw o policem en. 
T hey  w ere exceptionally  nice to  her, and Jack  N o o n an  asked if  she w ou ldn 't 
ra th e r  go som ew here else, to  her sister's house perhaps, o r  to  his ow n wife 
w ho w ould  ta k e  care o f  her an d  p u t her up  fo r the  night.

N o , she said. She d idn 't feel she could m ove even a yard  a t  the  m om ent. 
W ould  they  m ind  aw fully  if  she stayed ju s t w here she w as un til she felt b e t­
ter? She d id n 't feel to o  good a t the m om ent, she really d idn 't.

T hen  h ad n 't she better lie dow n on the bed? Jack  N o o n a n  asked.
N o , she said, she'd like to  stay  right where she was, in th is chair. A  little 

la te r p erhaps, w hen she felt better, she w ould move.
So they left her there while they went ab o u t their business, searching the 

house. O ccasionally  one o f  the detectives asked her an o th er question . S om e­
tim es Jack  N o o n a n  spoke to  her gently as he passed by. H er h usband , he 
to ld  her, h a d  been killed by a blow  on the back o f  the  head adm inistered  
w ith a heavy b lu n t in strum ent, a lm ost certainly a large piece o f  m etal. They 
were look ing  fo r the  w eapon. T he m urderer m ay have taken  it w ith him , b u t 
on  the  o th e r h an d  he m ay've th row n  it aw ay o r h idden it som ew here on the 
prem ises.
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‘It's th e  old sto ry ,' he said. 'G et the weapon, and you've got the m an.'
L ater, one o f  the detectives cam e up and sat beside her. D id she know , 

he asked, o f  any th ing  in the  house th a t could've been used as the w eapon? 
W ould  she m ind hav ing  a look  around  to  see if anything was m issing - a 
very big spanner, fo r exam ple, o r  a  heavy m etal vase.

T hey d idn 't have any  heavy m etal vases, she said.
'O r a  big spanner?'
She d idn 't th in k  they had  a big spanner. But there m ight be som e things 

like th a t in th e  garage.
T he search w ent on . She knew  th a t there were o ther policem en in the 

garden  all a ro u n d  th e  house. She could hear their footsteps on the gravel 
outside, and  som etim es she saw the flash o f  a torch  th rough  a  chink in the 
curta ins. It began to  get late, nearly  nine she noticed by the clock on the 
m antel. T he fou r m en searching the room s seemed to  be grow ing w eary, a 
trifle exasperated.

'Jack ', she said, the  next tim e Sergeant N o o n an  went by. 'W ould you 
m ind giving m e a drink?'

'Sure I'll give you  a  drink . Y ou  m ean this whisky?'
'Yes, please. B u t ju s t  a sm all one. It m ight m ake m e feel better.'
H e handed  her the  glass.
'W hy d on 't you have one yourself,' she said. 'You m ust be aw fully tired. 

Please do. Y ou've been very good to  me.'
'W ell,' he answ ered. ‘It's n o t strictly allowed, b u t I m igh t tak e  ju s t  a  

d ro p  to  keep m e going.'
O ne by one th e  o thers cam e in and were persuaded to  take a little nip o f  

w hisky. They s tood  a ro u n d  ra th e r aw kw ardly with the drinks in the ir hands, 
uncom fo rtab le  in her presence, try ing  to  say consoling things to  her. Ser­
geant N o o n a n  w andered  in to  the kitchen, came ou t quickly an d  said, 'Look, 
M rs M aloney. Y ou  know  th a t oven o f  yours is still on, and the  m eat still in ­
side.'

'Oh, dear m e!’ she cried. 'So it is!'
‘I b e tte r tu rn  it o ff  fo r you, hadn 't I?'
'Will you do th a t. Jack. T h an k  you so m uch.'
W hen the  sergeant re tu rned  the second time, she looked a t him  w ith her 

large, dark , tearfu l eyes. 'Jack N o o n an ,' she said.
'Yes?'
'W ould  you do  m e a sm all favour - you and these others?'
'W e can try, M rs M aloney.'
'W ell,' she said. 'H ere you all are, and  good friends o f  dear Patrick 's too, 

and helping to  catch th e  m an w ho killed him. Y ou m ust be terrib ly  hungry  
by now  because it's long  p ast your supper time, and I know  P atrick  w ould 
never forgive me, G o d  bless his soul, if  I allowed you to  rem ain  in his house 
w ithou t offering you decent hospitality . W hy don 't you eat up  th a t lam b 
tha t's  in the  oven? It'll be cooked ju s t right by now.'
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'W o u ld n 't d ream  o f  it,' Sergeant N o o n an  said.
'P lease,' she begged. 'Please eat it. Personally  I cou ldn 't touch  a th ing , 

certain ly  n o t w hat's  been in  th e  house w hen he was here. B u t it's all r igh t fo r 
you. It'd  be a  fav o u r to  m e if  you 'd  eat it up. Then you can go on  w ith  y o u r 
w o rk  aga in  afte rw ards.'

T here  w as a  good deal o f  hesita ting  am ong  the four policem en, b u t they 
w ere clearly  hungry , an d  in  the  end they were persuaded  to  go in to  the  
k itchen  an d  help  them selves. T h e  w om an stayed where she w as, listening to  
them  th ro u g h  th e  open  doo r, and  she could  hear them  speaking  am ong  
them selves, th e ir  voices th ick  an d  sloppy because the ir m o u th s w ere full o f  
m eat.

'H ave  som e m ore, Charlie?'
'N o . B ette r n o t finish it.'
'She w an ts us to  fin ish  it. She said so. Be doing her a  favour.'
'O kay  then . G ive m e som e m ore.'
T h a t 's  the  hell o f  a  big club the guy m ust've used to  h it p o o r  P a trick ,' 

one o f  them  w as saying. 'The doc says his skull was sm ashed all to  pieces ju s t  
like from  a  sledge-ham m er.'

'T ha t's  w hy it o u g h t to  be easy to  find.'
'E xactly  w h a t I say.'
'W hoever d o n e  it, they 're n o t going to  be carrying a  th ing  like th a t 

a ro u n d  w ith  them  longer th an  they need.'
O ne o f  them  belched.
'Personally , I th ink  it's rig h t here on the prem ises.'
'P ro b ab ly  rig h t un d er o u r very noses. W hat you th ink , Jack?'
A n d  in  th e  o th e r ro o m  M ary  M aloney began to  giggle.
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Part IV 

Controlled Practice

E x trac t 1

( The author is reflecting on life as it goes on beyond his own window.)

F ro m  m y w indow , the  deep solem n m assive street. C ellar-shops w here 
th e  lam ps b u m  all day, under the shadow  o f  top-heavy balconied  facades, 
d irty  p la ste r fron tages em bossed with scroll-w ork and herald ic  devices. The 
w hole  d istric t is like this: street leading in to  street o f  houses like shabby  
m o n u m en ta l safes cram m ed w ith the tarn ished valuables an d  second-hand  
fu rn itu re  o f  a b an k ru p t m iddle class.

I am  a  cam era  w ith its shu tter open, quite passive, recording, no t 
th ink ing . R ecord ing  the m an shaving a t the w indow  opposite  an d  the 
w om an  in the  k im o n o  w ashing her hair. Som e day, all th is will have to  be 
developed, carefully  prin ted , fixed.

A t eight o ’clock in  the evening the house-doors will be locked. T he 
ch ild ren  are having  supper. The shops are shut. The electric sign is sw itched 
on  over the n ight-bell o f  the little hotel on  the corner, w here you can h ire a 
ro o m  by the hou r. A nd soon the whistling will begin. Y oung  m en are  calling 
th e ir  girls. S tand ing  dow n there in the cold, they w histle up  a t th e  lighted 
w indow s o f  w arm  room s w here the beds are already  tu rned  dow n fo r the 
n igh t. T hey w an t to  be let in. Their signals echo dow n the  deep hollow  
street, lascivious and  p rivate and  sad. Because o f  the w histling, I do  n o t care 
to  stay  here in  the  evenings. It rem inds m e th a t I am  in a foreign city, alone, 
fa r  from  hom e. Som etim es I determ ine n o t to  listen to  it, p ick  up  a book , try  
to  read . B ut soon  a call is sure to  sound, so piercing, so insistent, so de­
spairing ly  hum an , th a t a t last I have to  get up and peep th rough  the slats o f  
the  Venetian b lind  to  m ake quite sure th a t it is n o t - as I know  very well it 
cou ld  n o t possib ly  be - fo r me.

(C hristopher Isherw ood: A Berlin Diary)
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E x tra c t 2

B ut to  be in  Seville w ithou t a gu ita r is like being on  ice w ithou t skates. 
So every m orn ing , while K ati w ent dancing w ith the M aestro  R ealito , I to o k  
lessons on  the  in strum en t in m y room .

M y in stru c to r, one o f  Seville’s m ost respected professors o f  the  guitar, 
w as a sm all sad  m an, exquisitely po lite  an d  patien t, poo rly  b u t neatly  
dressed, an d  add icted  to  bow -ties m ade o f  w allpaper. Each day, a t the  stroke 
o f  ten, he k nocked  softly a t m y d o o r and  entered on tip toe, as th ough  in to  a 
sick ro o m , ca rry ing  his guitar-case like a d o c to r’s bag.

‘H ow  are  we today?’ he w ould ask  sym pathetically , ‘and how  do  we 
p roceed?’

Silently, he w ould place tw o chairs opposite  each o ther, p u t m e in the 
one facing  the  light, sit h im self in  th e  o ther, an d  then p o nder m e long  and  
sad ly  w hile I p layed . Infin ite com passion, as from  one w ho has seen m uch 
suffering, possessed his face while he listened. A n expression also o f  one 
w ho, fo rced  to  inhab it a so litary  peak  o f  perfection, has now here to  lo o k  b u t 
dow nw ards a t th e  w aste o f  fum bling world.

A fter an  h o u r ’s exam ination , during  which he tested all my fau lty  co o r­
d in a tio n s, he w ou ld  hand  m e a page o f  exercises and bid m e take them  twice 
a  day. T hen , w ith  a  little bow, his chin resting m ournfully  upon  his p ap e r 
tie, he w ou ld  leave m e to  visit his next patien t.

Som etim es - bu t only  very occasionally  - he w ould relax a t the end o f  
the  lesson, em p ty  his pockets o f  tobacco dust, roll h im self a  cigarette, smile, 
an d  ta k e  up  h is gu ita r and  p lay  to  m e for an  hour. Then his eyes w ou ld  tu rn  
inw ard  an d  d isappear in to  the echoing cham bers o f  his m ind, while his long 
w hite  fingers m oved  over the strings with the  soft delicacy o f  the  b lind , lost 
in  a d ream  o f  m elody and  invention. A nd faced w ith the beauty  o f  his tech ­
nique, the  com plex harm onies, the ease and  grace, the suprem e m astery  o f  
to n e  an d  feeling, I w ould feel like one o f  the lesser apes who, shuffling on his 
knuck les th ro u g h  the som ber m arshes, suddenly catches sight o f  h o m o  sap i­
ens, u p rig h t o n  a  hill, his gold head raised to  the sky.

(L au rie  Lee: Cider with Rosie)



E xtrac t 3

She was in the house o f  a m arried  friend, sitting on the verandah , w ith a 
lighted room  behind her. She w as alone; and heard  people ta lk ing  in low  
voices, and  caugh t her ow n nam e. She rose to  go inside and  declare herself: 
it w as typical o f  her th a t her first though t was, how  unp leasan t it w ould  be 
fo r her friends to  know  she had  overheard. T hen she sank  dow n again , and  
w aited fo r a  su itab le m om ent to  pretend  she had  ju s t com e in from  th e  g ar­
den. T his was the conversation  she listened to, while her face b u rned  and  her 
hands w ent clam m y.

‘She’s n o t fifteen any longer: it is ridiculous! Som eone shou ld  tell her 
ab o u t her clo thes.’

‘H ow  old is she?’
‘M ust be well over th irty . She has been going strong fo r years. She was 

w ork ing  long before I began w orking, and th a t was a good  tw elve years 
a g o .’

‘W hy doesn ’t  she m arry? She m ust have had plenty  o f  chances.’
T here was a dry  chuckle. ‘I d o n ’t th ink  so. M y husband  w as keen on 

h er h im self once, b u t he th inks she will never m arry . She ju s t  isn ’t  like th a t, 
isn ’t like th a t a t all. Som ething m issing som ew here.’

‘O h, I d o n ’t k n o w .’
‘She’s gone o ff  so m uch, in any case. The other day I caught sight o f  her 

in the street an d  hard ly  recognized her. I t’s a fact! The w ay she p lays all 
those gam es, her skin is like sandpaper, and  she’s got so th in .’

‘B ut she’s such a nice g irl.’
‘She’ll never set the rivers on fire, th o u g h .’
'S he’d m ake som eone a good wife. She’s a good sort, M a ry .’
‘She should  m arry  som eone years older than  herself. A m an  o f  fifty 

w ould  suit her ... y o u ’ll see, she will m arry  som eone old enough  to  be her fa­
the r one o f  these days.’

‘O ne never can tell!’
T here was an o th er chuckle, good-hearted enough, bu t it sounded  cru ­

elly m alicious to  M ary . She was stunned and outraged; b u t m ost o f  all 
deeply w ounded  th a t her friends could discuss her thus. She w as so naive, so 
unconscious o f  herself in rela tion  to  o ther people, th a t it had  never entered 
her head th a t people could  discuss her behind her back. A nd the  th ings they 
h ad  said! She sat there w rithing, tw isting her hands. Then she com posed h er­
self and w ent back in to  the room  to  jo in  her treacherous friends, who 
greeted her as cordially  as if  they had no t ju s t th a t m om ent driven knives 
in to  her heart and  th row n her qu ite o ff balance; she could n o t recognize h e r­
self in the  p ic tu re  they had  m ade o f  her!

(D oris Lessing: The Grass is Singing)
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E x tra c t 4

(In  this extract Willy, a Jewish refugee fro m  Eastern Europe, reveals a 
little o f  his p a s t to M ary, a woman who has fa llen  in love with h im .)

'W e w ere on a sum m er holiday ,' W illy w ent on, 'at a seaside p lace  on 
the B lack Sea. Every m orning I w ent with m y nurse into the p u b lic  gardens 
an d  she sa t dow n and  kn itted  and  I pretended to  play. I d idn 't rea lly  p lay  
because I d id n 't know  how  to  p lay  like th a t in public and I was frigh tened  o f  
o th e r  children . I knew  I was supposed to  run  ab o u t and I ran  a b o u t an d  p re ­
tended  to  p re ten d  to  be a horse. B ut all the tim e I was w orry ing  in case 
som eone shou ld  look  at me and  know  th a t it was all false and th a t I w as no t 
a h ap p y  child  p lay ing  at all, bu t a little frightened thing runn ing  to  a n d  fro. I 
w ould  have liked ju s t  to  sit quietly  beside m y nurse, b u t she w ould  n o t allow  
th a t an d  w ould  tell me to  run  ab o u t and  enjoy myself. T here w ere o ther 
ch ildren in the pub lic  gardens b u t they were m ostly older than  m e an d  w ent 
a b o u t in  g roups o f  their own. Then one day a little fair-haired  girl w ith a 
sm all b lack  an d  w hite dog cam e to  the gardens. The little girl's n u rse  sa t nea r 
to  m y nurse  an d  I began to  p lay  w ith the dog. I was too  shy to  sp e ak  to  the 
girl o r  even look  a t her p roperly . She had a blue velvet coat an d  little  blue 
boo ts. I can  see those  blue boo ts very clearly. Perhaps th a t was all I let m y­
se lf see o f  her in  the first days. She was ju s t  a b lurred  th ing  near to  w here I 
w as p lay ing  w ith the  dog. I liked p laying with the dog, th a t was real p laying, 
b u t I w an ted  m uch m ore to  p lay  w ith the little girl, but she w ould  go an d  sit 
beside her nurse, though  I heard  her m ore than  once being to ld  th a t she 
m igh t p lay  w ith m e if  she wished.

T hen  she began to  com e near to  me when I was petting  the dog, and 
once w hen I was sitting on the grass with the dog lying beside m e she cam e 
an d  sa t dow n beside the dog too , and  I asked her the dog's nam e. I can  still 
feel th e  w arm  sm oo th  feeling o f  the dog's back on which I had  p u t m y hand  
an d  1 can  see h er hand  near to  m ine strok ing  the dog's ears, and  now  1 can 
see her face as 1 first saw it clearly for the first time, a round  rosy  ra th e r 
shiny glow ing face. She had sh o rt very fair ha ir and a funny  little cross 
m o u th  an d  I loved her. W e ta lked  a little b it and then she asked m e to  p lay  
w ith her. I w as an  only child and 1 did no t know  how  one p layed  w ith a n ­
o th e r child. I knew  no gam es which could be played except alone. I said  I 
w ould  p lay  w ith her b u t did n o t then know  w hat to  do. She tried to  teach  m e 
a  gam e, bu t I w as too  foolish and  too  m uch loving to  understand , and I 
th in k  anyw ay  it was a  gam e needing m ore people. In the end we ju s t  p layed  
w ith  the  dog, runn ing  races with it and teasing it and try ing to  m ake it do 
tricks. N o w  I w an ted  every day to  com e to the public gardens to  see th e  little 
girl an d  I w as very very happy . I th ink  I was happ ier in those days th a n  I 
have ever been since in my w hole life. Then one day I though t 1 w ould  like 
to  b ring  a p resen t to  the little girl and the dog, and I persuaded m y p aren ts
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to  buy a little yellow  bouncing ball fo r the dog to  p lay  w ith an d  fo r us to  
th row  an d  fo r him  to bring back. I was so im patien t for the next m orn ing , I 
could  hard ly  w ait to  show  m y friend the yellow ball and  to  th ro w  it fo r the 
little dog. N ext m orn ing  then I w ent to  the gardens, and there w as the girl in 
her b lue coa t and  her blue boots and  the black and  w hite dog  frisk ing round  
ab o u t her. I show ed her the yellow  ball and I threw  it fo r the dog  and  he 
w ent run n in g  afte r it and  he caught it and it stuck in his th ro a t an d  he 
choked and  died.'

(Iris M urdoch : The Nice and The Good)

Biographical Notes

Sean O'Casey

O 'C A SE Y , SEA N  (1880-1964). Irish playw right. H e was born  in to  a 
p o o r  P ro te stan t fam ily in D ublin  and w orked, despite ill hea lth , as a  m anual 
labou re r, becom ing involved with bo th  trad e  un ion  an d  nationalist politics. 
The Shadow  o f  a Gunman  (1923), the first o f  his p lays to  be staged by  the 
A bbey  T heatre , was follow ed by Juno and the Paycock  (1924), hissed by the 
intensely nationalistic  audience, and  The Plough and the S tars  (1926), which 
p rovoked  a  full-scale rio t led by ob jectors to  its unheroic p o r tra it  o f  p a rtic i­
p an ts  in the  E aster Rising. Feeling rejected by the theatre  w hose fo rtunes his 
p lays h ad  sustained, O 'C asey left D ublin  for L ondon . T he decisive b reak  
w ith the  A bbey  cam e in 1928, when Y eats and his fellow d irectors rejected 
The Silver Tassie because o f  the E X PR E S SIO N IS M  (see the notes below) o f  
its second act. It was staged in L ondon  in 1929 and, am id p ro test, a t the 
A bbey  in 1935. O 'C asey had never wished to  be lim ited to  the  tragicom ic 
R E A L IS M  o f  his previous plays abou t the D ublin  poor, as he show ed in the 
w holly expressionistic W ithin the Gates (1943). H is la ter plays, never rival­
ling the p o p u la rity  o f  his D ublin  w ork, included overtly C om m unist pieces, 
such as The S ta r  Turns R ed  (1940) and R ed Roses fo r  Л/е (1943), and  Irish 
plays, such as Cock-a-Doodle Dandy (1949), The Bishop's Bonfire  (1955) and  
The D rum s o f  Father N ed  (1959). These last depict a joy -deny ing  church  o b ­
structing  th e  Irish instinct for happiness, a them e often referred to  in six ex­
trao rd in a ry  volum es o f  au tob iography , beginning w ith 1 K nock at the D oor 
(1939) and  ending with Sunset and Evening S tar  (1954).

Sean O 'C asey's "A utobiographies" are rem arkable for the ir im passioned 
tone, fo r the flavour o f  the expressive speech o f  the Irish, fo r the folk lore-like 
quality  o f  im agery  and  rhythm .
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E X P R E S S IO N IS M . A term  co ined  by the French p a in ter Ju lien- 
A uguste H erve in 1901 to  describe a new  approach  to  pain ting , an d  la ter 
app lied  to  m ovem ents in the o th e r arts. In  pa in ting  it signified the rejection  
o f  im pressionism  and  its goal o f  dep icting  external reality  in favour o f  an  a t ­
tem p t to  convey p rivate experience, seen in  th e  w ork o f  V an G ogh an d  M a ­
tisse an d  m ost m em orably  em bodied in E dvard  M unch's The Scream. A s a 
literary  term , expressionism  has m ost o ften  been applied to  th e  theatre , be­
ginning w ith G erm an  plays b u t sp read ing  to  the U SA  in the w ork o f  Eugene 
O 'N eill, particu la rly  in T ie  Em peror Jones  (1920) and  T ie  H airy A pe  (1922), 
an d  E lm er R ice in The A dding M achine  (1923), and  to  B rita in  in the la te r 
w ork  o f  O 'C asey. T he term  'expressionism ' has also been applied  to poetry  
(such as p a rts  o f  E lio t’s T ie  W aste L and)  an d  fiction (such as the N igh ttow n 
episode o f  Joyce’s Ulysses)._________________________________________________

R E A L IS M . A  term  first used in F ra n ce  in the 1850s fo r literature co n ­
cerned w ith representing  the w orld as it is ra th e r than  as it ough t to be. R e­
alism  observes and  docum ents con tem p o rary  life and  everyday scenes as 
objectively as possible in low-key, un rh eto rica l prose and  reproduces the  fla­
v o u r o f  co lloquial speech in its dialogue. T ho u g h  realist w riters may p o rtra y  
characters from  all social levels, they often  look  to  the low est social classes 
an d  ta k e  cruelty  o r suffering as th e ir  subject.

R ealism  becam e the  d o m in an t m o d e o f  the 19th-century E uropean 
novel and , from  the late 1880s, the th e a tre  as well. T he great w orks of E u ro ­
pean  realist fiction  include F laubert's  Sen tim en ta l Education , Tolstoy's A nna  
Karenina an d  D ostoevsky 's Crime and  Punishment. A ccurate observation 
an d  a tten tio n  to  the structures o f  society m ake G eorge E lio t’s Middlemarch 
a  n o tab le  E nglish  exam ple. T he chief A m erican  realists are  H ow ells and S in­
clair Lewis, while the line o f  English realist w riting continues in the 20th cen­
tu ry  via A rno ld  B ennett to  the post-W orld  W ar II evocations o f English 
m iddle-class life by  A ngus W ilson an d  the  N o rth e rn  working-class fiction o f  
the  1950s. R ealism  played an im p o rta n t p a r t in reviving the English theatre  
in the  first decade o f  this century  (G ranville-B arker, G alsw orthy) and again 
in the 1950s (O sborne and his generation). In Ireland O 'C asey and in A m er­
ica O 'N eil and  A rth u r M iller developed native versions o f  the  dram atic real­
ism o f  Ibsen an d  S trindberg._______________ _ _ _ _______
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Alfred Coppard

C O P P A R D , A L F R E D  E D G A R  (1878-1957). S hort-sto ry  w riter and  
poet. H is first volum e o f  poetry , H ips and H aw s appeared  in 1922. H e is 
chiefly rem em bered for the collections o f  sho rt stories th a t began w ith  A dam  
and Eve and Pinch M e  (1921) and included The B lack Dog and other Stories  
(1923), Fishmonger's Fiddle: Tales (1925) and The Field o f  M ustard  (1926). 
They con tain  tales as diverse as the rich and m ysterious 'D usky  R u th ' and 
T h e  Presser', a b o u t a  10-year-old boy apprenticed to  a  W hitechapel ta ilo r, 
b u t above all C o ppard 's  w ork  conveys the flavour o f  the English co u n try ­
side.

A. C o p p a rd  follow'ed the D ickens-H ardy  trad itio n  depicting  the  com ­
m on  m an w ith im passioned concern and  w arm  hum our. H is sto ry  Tribute is 
w ritten  in th e  genre o f  pam phlet, a type o f  literary  com position  in which 
som e social evil is exposed and  satirized.

Roald Dahl

D A H L , R O A L D  (1916-1990). W riter o f  ch ild ren’s literature . H e was 
b o rn  an d  b ro u g h t up  in G rea t B ritain , though  his paren ts were N orw egian . 
D uring  the  Second W orld  W ar he was a fighter pilot, and  w as sent to  
W ashington , w here he s ta rted  w riting short stories. D ahl's w riting  career was 
ex trao rd in ary  in  th a t he was fam ous fo r w riting bo th  fo r adu lts and  fo r chil­
dren . H is b ooks fo r children  are distinguished by  the fact th a t they  include 
really un p leasan t characters. Som e o f  these stories are Jam es and  the Giant 
Peach , Charlie and the Chocolate Factory (filmed as W illie W onka 's Choco­
la te Factory, w ith  G ene W ilder), and  The BFG. H e scripted the  children 's 
film  C hilly  C h illy  B ang B ang  ab o u t a m agical car.

H is sh o rt stories fo r adults, in collections such as Kiss K iss , Sw itch  B itch  
a n d  Som eone L ike  You  a re  no tab le  fo r their 'blackness' as well as 'the sting  in 
the ta il' o r the 'tw ist' a t the end o f  the story: a very unexpected developm ent 
w hich takes the  reader by surprise. H e also w rote tw o volum es o f  a u to b io g ­
raphy: B o y  an d  Going Solo.

Ernest Hemingvtay

H E M IN G W A Y , E R N E S T  (M IL L E R ) 1898-1961. A m erican novelist 
an d  sho rt-s to ry  w riter. In an adven tu rous life, lived increasingly in the  p u b ­
lic eye, he m oved from  his native Illinois to  K ansas, C hicago, T o ro n to , 
E u ro p e  and , finally, C uba . H is years in Paris, w here he was p a r t o f  the  circle 
includ ing  P ound , G ertru d e  Stein and F o rd  M adox F o rd , were his m ost crea­
tive period . It p roduced  tw o significant collections o f  stories, In Our Time 
(1925; expanded  1930), p artly  looking  backw ard to  his ch ildhood  in the
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G re a t Lakes, an d  M en without W omen  (1927), as well as tw o significant 
novels, The Sun  A lso Rises (1926; called Fiesta  in Britain), and  A Farewell 
To A rm s  (1929). T heir laconic, disillusioned stance cap tured  the m o o d  o f  the 
‘lost generation ' w ho had survived W orld  W ar I, and  their spare style helped 
to  refresh 20th-century  prose. Death in the A fternoon  (1932), a study  o f  bu ll­
fighting, was follow ed by: W inner Take N othing  (1933), a collection o f  s to ­
ries; Green H ills o f  A frica  (1935), ab o u t big-gam e hunting; To H ave and  
H ave N o t (1937), a short novel ab o u t sm uggling in the Key W est-H avana 
region; and  The Fifth Column and the First F orty-N ine Stories (1938), in 
w hich the title-piece is a play ab o u t the Spanish Civil W ar and  the  stories in ­
clude 'The Snow s o f  K ilim anjaro '. T he Spanish Civil W ar also p rov ided  the 
subject o f  For W hom  the Bell Tolls (1940), an  am bitious novel w hose title 
im plies th a t th e  loss o f  freedom  anyw here dim inishes it everywhere.

A cross the River and into the Trees (1950), his first novel in a decade, 
w as p o o rly  received b u t The O ld  M an and  the Sea  (1952), a p a rab le  o f  inner 
s treng th  and  courage, w on H em ingw ay a belated  Pulitzer Prize and  helped 
to  earn  him  th e  N obel Prize fo r L ite ra tu re  in 1954. C onsciousness o f  his lit­
e rary  decline, as well as ill health , con tribu ted  to  his suicide. P osthum ous 
pub lica tions include: a  m em oir o f  his years in Paris, A M oveable Feast 
(1964); tw o novels, Islands in the Stream  (1970) and  The Garden o f  Eden 
(1986); an d  The Dangerous Sum m er  (1985), ab o u t a trip  to  Spain in 1959.

Christopher Isherwood

IS H E R W O O D , C H R IS T O P H E R  (W IL L IA M  B R A D S H A W ) 1904- 
86. N ovelist, sho rt-s to ry  w riter and  p layw right. H e  is best rem em bered  for 
M r N orris Changes Trains (1935) and  G oodbye to Berlin  (1939), episodic, 
sem i-au tob iograph ica l w orks ab o u t the B ohem ian society o f  Berlin, where 
he lived in 1929-33. T he la tte r contains 'Sally Bowles', a  sketch a b o u t a cab a­
ret artiste, la te r d ram atized  by John  van D ru ten  as I  am  a Cam era  (1951) 
an d  tu rn ed  in to  a  m usical, Cabaret (1968). Isherw ood co llab o ra ted  with 
A uden  on th ree  plays. The D og beneath the S k in  (1935), The A scent o f  F6 
(1936) an d  On the Frontier (1939), and  an  accoun t o f  the ir visit to  C h ina 
Journey to a W ar  (1938). A fter em igrating  to  the  U SA  in 1939 he w rote 
screenplays, to o k  an  increasing in terest in Ind ian  ph ilosophy  and  religion, 
and  pub lished  several novels: Prater Violet (1945). 77?e W orld in the Evening
(1954), D own There on a Visit (1962) and A Single M an  (1964). H is a u to b i­
ography , Christopher and H is Kind  (1972), gives a frank  accoun t o f  his h o ­
m osexuality .
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James Joyce

JO Y C E , JA M E S  (A U G U S T IN E  A L O Y SIU S) 1882-1941. Irish novel­
ist, sh o rt-sto ry  w riter and  poet. Jam es Joyce is unusual, even am ongst great 
w riters, as som eone w ho was an  artis t first, above all things. It is a lm ost im ­
possib le to  separate  o u t the events o f  his life from  his w ork as a w riter: he 
sim ply  w ro te himself. H e re tu rns again  and again  to  the sam e places and 
characters, constan tly  enriching an d  em broidering the tapestry  o f  his ow n 
life in D ub lin .

B orn  in D ublin , he was educated  a t  Jesuit schools and U niversity  C o l­
lege. W hile an  u n d erg rad u a te  he m ade the acquain tance o f  Y eats, Synge, 
L ad y  G regory  an d  G eorge W illiam  Russell and  o thers fostering th e  Irish 
cu ltu ra l renaissance, bu t, eager to  escape his fam ily an d  dissatisfied w ith the 
narrow ness o f  Irish  life, he w ent to  Paris afte r g raduating  in 1902. H is 
m other's term inal illness obliged him  to  return  the follow ing year. D uring  
th is visit he m et N o ra  Barnacle, w ho becam e his perm anen t com panion  
(they finally  m arried  in  1931) in a  life o f  exile, w andering and  poverty  dic­
ta ted  by  his unw avering  ded ication  to  his art. They left Ire land  together in 
1904 an d  first settled in Trieste, m oving to  Z urich  during  W orld  W ar I and 
to  Paris in 1920. D u rin g  the 1930s he w as increasingly beset by fam ily w or­
ries - his d au g h ter L ucia w as d iagnosed schizophrenic in 1932 - an d  by 
p roblem s w ith deterio ra ting  eyesight. T he o u tb reak  o f  W orld W ar II forced 
him  to  re tu rn  to  Z urich , w here he died.

Y outh fu l pub lications included an  essay on Ibsen (1900) and  a volum e 
o f  poetry , Cham ber M usic  (1907). H is first significant w ork was Dublinbrs 
(1914), a collection o f  sho rt stories, w hose very title announced  a central if  
paradox ica l fea tu re  o f  his m atu re  art: fo r all his continental w anderings and 
cosm opolitan  sensibility, his subject w ould always rem ain the city he had 
left. A Portrait o f  the A rtis t as a Young M a n , begun as Stephen Hero  in 1903 
w as serialized 1914-15 and  published  in  volum e form  in 1916. A n au to b io ­
graphical novel, it used the technique o f  S T R E A M  O F  C O N SC IO U S N E S S  
which he had  encountered  in D u jard in 's  Les Lauriers sont coupes (1888).

Joyce subsequently  published  an unsuccessful play, Exiles (1918), and  a 
slight vo lum e o f  verses, Pom es Penyeach (1927), b u t these were m ere asides 
du ring  th e  creation  o f  the tw o great w orks which occupied his rem ain ing  life. 
Ulysses, begun in 1914 and  finished in 1921, used the character o f  Stephen 
D edalus and  the  technique o f  stream  o f  consciousness from  the Portrait, 
w hile subdu ing  b o th  to  a m ore radically  am bitious purpose: no th ing  less 
th a n  to  recreate a day  in the life o f  D ublin  in painstak ing  detail while also 
locating  it in the  widest possib le contex t o f  h istory  and  m yth. T he novel was 
serialized from  1918 until a p rosecu tion  for obscenity in 1920, and  was first 
published  in volum e form  in Paris in 1922. It was banned in the U SA  until 
1933 an d  in B rita in  un til 1937. Finnegans W ake begun in 1923, was serial­
ized in 12 p arts  as W ork in Progress in 1928-37 and  published com plete in
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1939. T he rad ical experim entalism  w hich dissolves narra tive  in to  d ream  and 
the  English language in to  po lyg lo t pu n s has given it an exaggerated re p u ta ­
tion  fo r inaccessibility, yet it takes its p lace with Ulysses, n o t ju s t  as a  central 
tex t o f  M O D E R N IS M , b u t as a w ork  which can outlive fluctuating  critical 
judgem en ts o f  m odernism .

S T R E A M  O F  C O N S C IO U S N E S S . A technique used by novelists to  
represen t a  character's though ts an d  sense im pressions w ith o u t syn tax  or 
logical sequence. T he term  was first used by W illiam  Jam es in his Principles 
o f  P sychology  (1890) to  describe the ran d o m  flux o f  conscious an d  su b co n ­
scious th o u g h ts  an d  im pressions in the  m ind. A parallel descrip tion  can  be 
found  in B ergson 's accoun t (1889) o f  the  elan vital, popu larized  in E ngland  
by Shaw . L ite ra tu re  can show  m any  exam ples before bo th  Jam es an d  B erg­
son, n o tab ly  Sterne's Tristram  Shandy  (1767), b u t stream  o f  consciousness 
becom es im p o rta n t w ith  the rise o f  M O D E R N IS M  in the 20th century . It 
can be seen in the  w orks o f  Joyce (who preferred the term  monologue inter- 
ieur an d  claim ed to  have discovered the  technique in E d o u ard  D u jard in 's  
Les Lauriers sont coupes, 1888), D o ro th y  R ichardson, V irgin ia W o o lf and 
F au lkner.

M O D E R N IS M . T he term  fo r an  in te rnational tendency in  the  arts 
b ro u g h t a b o u t by a creative renaissance during the last decade o f  th e  19th 
cen tury  an d  lasting  in to  the post-w ar years. Strictly speaking, m odern ism  
can n o t be reliab ly  characterized by a un iform  style o r even described as a 
'm ovem ent', since it em braced a wide range o f  artistic m ovem ents, including 
sym bolism , im pressionism , post-im pressionism , fu turism , constructiv ism , 
im agism , vorticism , expressionism , d ada , and surrealism . Technically , m o d ­
ernism  was d istinguished by its challenge to  trad itio n a l rep resen ta tion  and 
its highly  self-conscious m an ipu la tion  o f  form . C onven tional n a rra tiv e  gave 
w ay to  S T R E A M  O F  C O N S C IO U S N E S S  and conventional poetic  fo rm  to 
F R E E  V E R S E . Such experim ents were conducted w ith strong  aw areness o f  
p ioneering  studies in o th e r disciplines: in psychology, W . Jam es’s Principles 
o f  Psychology  (1890) an d  F reud 's The Interpretation o f  D ream s (1899); in 
physics, E instein 's General Principles o f  Relativity (1915). T he m ost no tab le  
lan d m ark s in English litera tu re  are com m only  understood  to  include H enry  
Jam es's The Am bassadors (1903), C onrad 's  N ostrom o  (1904), T .S. E lio t's The 
W aste L a n d  (1922), an d  Joyce's Ulysses (1922). T he w ork  o f  P ound , Y eats, 
F o rd  M ad o x  F o rd , V irginia W oo lf and , in A m erica, F au lk n er, could be 
added  to  a list w hich w ould still be far from  exhaustive.
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Stephen Leacock

L E A C O C K , S T E P H E N  1869-1944. H um orist and  sho rt sto ry  writer. 
S. Leacock was bo rn  in E ngland. W hen he w as seven years old, his paren ts 
em igrated  to  C anada . H e was educated in C a n ad a  and  in the U n ited  States 
an d  is therefore to  be considered as a N o rth  A m erican w riter.

H e is well know n  to English-speaking people all over the w orld as a 
w riter o f  h um orous stories and  essays, b u t he was n o t only a hum orist. H e 
w as P rofessor o f  Econom ics and Political Science a t M cGill U niversity , T o ­
ro n to , C an ad a , and  w rote an im p o rtan t tex t-book  on po litical science. H e 
also  w ro te studies o f  the w orks o f  M ark  Tw ain , the n ineteen th-cen tury  
A m erican  hum orist and  au th o r  o f  T om  Sawyer, and o f  C harles D ickens, the 
English novelist w ho created m any characters o f  w orld-w ide fam e such as 
O liver Tw ist an d  M r Pickwick. H e is, how ever, best know n fo r his ow n h u ­
m orous w ritings, which are in som e ways in the  trad ition  o f  M ark  Tw ain. 
L ike M ark  Tw ain, he gets som e o f  his funniest effects by exaggerating  som e 
fea tu re  o r o the r o f  real life. Beginning with Literary Lapses (1910), he p u b ­
lished an  average o f  one hum orous book a year for th e  rem ainder o f  his life. 
These include Nonsense Novels (1911), Sunshine Sketches o f  a L ittle  Town 
(1912,), Arcadian Adventures with the Idle Rich  (1914), M oonbeam s fr o m  the 
Larger Lunacy  (1915), Further Foolishness (1916) and  o ther books. S. L ea­
cock is know n  as a m aster o f  the sho rt sketch o r  extended anecdote.

Laurie Lee

L E E , L A U R IE  1914-. A u tob iog rapher and  poet. H e is best know n fo r 
Cider with Rosie  (1959), a  lyrical m em oir o f  his G loucestershire childhood . It 
was follow ed by A s  I  W alked out One M idsum m er M orning  (1969), ab o u t his 
y ou th fu l adventures on  the ro ad  to  L ondon  an d  in Spain, an d  A M om ent o f  
W ar (1991), ab o u t his experiences in the Spanish Civil W ar. The Sun M y  
M onum ent (1944), The B loom  o f  Candles (1947) and M y M any C oated M an
(1955) are am ong  m any volum es o f  poetry  show ing his love o f  the coun try ­
side.

Doris Lessing

L E S S IN G , D O R IS  (M A Y ) 1919-. N ovelist. H er prolific and  varied 
o u tp u t has been m arked  by its interest in the p rivate  action  o f  the  m ind  and 
its w illingness to  challenge narra tive  convention. Tlte Grass is S inging  (1950), 
reflecting her ch ildhood  in Southern  R hodesia, was follow ed by M artha  
Q uest (1952), A Proper M arriage (1954), A R ipple fro m  the S torm  (1958), 
L andlocked  (1965) and  The Four-Gated C ity  (1969), fo rm ing a sequence 
called The Children o f  Violence. The Golden N otebook  (1962), hailed if not 
conceived as th e  expression o f  fem inist politics, exam ines the experience o f  a
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w om an w riter. T w o experim ental novels, Briefing fo r  a Descent into H ell 
(1971) an d  The M em oirs o f  a Survivor (1974), anticipate Canopus in Argos: 
A rchives, a 'space fiction ' series.

She h as since re tu rned  to  realistic narra tive  with The D iary o f  a Good 
N eighbour (1983) an d  I f  the O ld Could  (originally published under the  p seu ­
donym  o f  Jan e  Som ers, 1984), The G ood Terrorist (1985) and  The Fifth  
C hild  (1988), a b leak  novella. In add ition  to  short stories, she has also  p u b ­
lished poetry , travel books, personal w ritings and the first volum e o f  her 
au to b io g rap h y , Under M y  S k in  (1994).

Katherine Mansfield

M A N S F IE L D , K A T H E R IN E  (1888-1923). Short-sto ry  w riter. She 
w as b o rn  in W ellington, N ew  Z ea land  and  com pleted her education  a t 
Q ueen 's College, L o ndon  (1903-6). She returned to  N ew  Z ea land  to  study 
m usic, b u t w ent back  to  L o n d o n  after tw o years. She m arried  in 1909, b u t 
left her h u sb an d  afte r a  few days. In 1911 she m et the critic and  ed ito r o f  
M odern is t lite rary  m agazines, Jo h n  M iddleton  M urry, w hom  she m arried  in 
1918. In 1916 she discovered she had  tuberculosis, o f  w hich she died in 1923.

H er pen e tra tin g  an d  relentless intelligence, balanced by a sense o f  form , 
was ideally su ited  to  the sho rt story. She published several volum es o f  short 
stories in  her lifetim e, the  m ost fam ous being Bliss and O ther S tories  (1920) 
and  The Garden P arty  and  O ther Stories  (1922). H er sho rt stories, vary ing  in 
length  and  tone, are th o u g h t by  m any critics to  show  the  influence o f  the 
R ussian  sh o rt sto ry  w riter, C hekhov.

Iris Murdoch

M U R D O C H , IR IS  (JE A N ) 1919-. N ovelist and ph ilosopher. She is 
one o f  E ng land 's best-know n con tem porary  writers. F o r  a  long  tim e she lec­
tu red  on p h ilo sophy  a t O xford  U niversity, and  has w ritten m any  successful 
novels w hich are  d istinguished by their po rtrayal o f  ro m an tic  an d  sexual 
com plications, usually  am ong  the educated m iddle classes. T he casual h u ­
m o u r o f  Under the N et (1954) w as follow ed by the grow ingly em phatic  sym ­
bolism  o f  The Flight fr o m  the Enchanter (1955), The Sandcastle  (1957) and 
The B ell (1958), w idely considered her m ost successful novel, a b o u t a de­
clining religious com m unity . H er prolific o u tp u t has con tinued  w ith A S ev­
ered H ead  (1961), A n  U nofficial Rose (1962), Ih e  Unicorn (1963), The Italian  
Girl (1964), The R ed  and  the Green (1965), The Time o f  the A ngels  (1966), 
The N ice and  the Good  (1968), Bruno's Dream  (1969), A Fairly Honourable  
D efeat (1970), A n  Accidental M an  (1971), Die B lack Prince (1972), Die S a ­
cred and  Profane Love M achine  (1974), A W ord Child  (1975). H enry and  
Cato  (1977), D ie Sea, the Sea  (B ooker Prize; 1978), Die Philosopher's Pupil
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(1983), The B ook and  the Brotherhood  (1987), M essage to the P lanet (1989) 
an d  The Green Knight (1993). H er plays include an ad ap ta tio n  o f  A Severed  
H ead  (with J.B . Priestley; 1963). H er philosophical w orks include Sartre: 
R om antic Rationalist (1953), The Sovereignty o f  Good (1970) and  The Fire 
and the Sun: W hy P lato B anned  the Artists  (1977).

'Saki' (H .H . Munro)

'SA K I' (M U N R O , H E C T O R  H U G H ) (1870-1916). S hort-sto ry  w riter 
and  novelist. H e was b o rn  in B urm a. H is m other died when he w as young, 
a n d  he w as educated  an d  b ro u g h t up  in England. He jo in ed  the  m ilita ry  p o ­
lice in B urm a in 1893, b u t left because o f  an injury and  settled in L ondon  
where he decided to  ea rn  his living by writing. In 1899 he published  The R ise  
o f  the Russian Em pire, b u t afte r this he concentrated  on jo u rn a lism  and  
sh o rt sto ry  w riting. H is sh o rt stories, published under the pseudonym  o f 
'Saki' (the derivation  is unknow n), are Reginald  (1904), Reginald in Russia  
(1910), The Chronicles o f  Clovis (1911), Beasts and Super-Beasts (1914), The 
Toys o f  Peace (1919) an d  The Square Egg  (1924). In 1914 he jo in ed  the arm y 
to  fight in F rance, w here he w as killed in 1916.

H is sho rt stories w hich are  often very funny and  satirical, a re  usually  
d istinguished by a  m acabre , 'black' streak. M any o f  the best involve the a p ­
pearance o f  an im als as a k ind  o f  agent o f  revenge upon  m an. T he blackness 
o f  his stories can be com pared  to  those o f  R oald D ahl.

Charles P. Snow

S N O W , C H A R L E S  P E R C Y , ls-t Baron Snow o f  Leicester (1905-80). 
N ovelist. H is career as scientist and eventually politician  is m irrored  in his 
Rom an Fleuve, Strangers and Brothers (1940-70 ). Strangers and Brothers 
(1940; la ter retitled  George Passant), The Light and the D ark  (1947), Time o f  
H ope (1949), The M asters  (1951), The New M en  (1954), H om ecom ings
(1956), Tlie Conscience o f  the Rich (1958), The A ffa ir  (1959), Corridors o f  
Power (1963), The Sleep o f  Reason  (1968) and Last Things (1970) follow  the 
career o f  Lewis E lio t in a leisurely m anner perm itting  a  wide survey o f  con­
tem porary  life. H is influential Tlte Two Cultures and the Scientific Revolution  
(1959), a rgu ing  th a t literary  intellectuals and scientists had  ceased to  com ­
m unicate, was savagely attacked  by F .R . Leavis for its u tilita rian  approach  
to  the s tudy  o f  the hum anities. Science and Government (1961) exam ined the 
pow er fac to r in governm ent-sponsored research. Public A ffa irs  (1971) deals 
with the dangers as well as the benefits o f  technology. A Variety o f  M en  
(1967) presents b iographical studies.
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B itter eth ical an d  m oral conflicts constitute the core o f  C .P . Snow 's
num erous novels. This, as well as very penetrating  psychological analysis,
clarity  an d  elegant neatness o f  d iction  are m ain a ttractions o f  Snow 's w orks.

Appendix

Schem e for analysis

1 The author o f  the story (extract) under consideration (concentrate on those bio­
graphical data which are relevant to the process o f creation o f the selected 
piece or to shaping and developing the author’s literary principles and values); 
the artistic trend, movement or literary school he or she represents.

2 The theme and the idea o f  the literary work; the author’s message as perceived 
by the reader (Identify rival themes if  any).

3 The plot structure o f the story (extract), its main components and the role it 
plays in conveying additional information load and creating special esthetic 
effect. The type o f  the story according to the plot structure.

4 Literary time and its connection with the w ork’s content: simultaneous, retro­
spective, prospective narrative.

5 The principles o f  poetic structure cohesion observed in the story (extract) and 
the one constituting the organizing axis o f its poetic structure; the way it per­
tains to the realization o f the author’s idea; stylistic devices underlying each 
principle.

6 Angles o f  perception offered in the story (types o f  narration and narrative com­
positional forms observed in tire piece o f creative prose under consideration); 
the author-narrator-character relationships within the story.

7 Character sketches; expressive means and stylistic devices employed by the 
author in order to help the reader visualize his characters; the esthetic effect 
achieved through the use o f these SDs.

8 Retrospective interpretation o f the story’s title and its function in disclosing 
the author’s message.

9 The general impact the story produces on the reader; your personal impression 
of the author’s manner o f  writing and peculiarities o f his individual style; your 
appreciation and evaluation.
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Types of Narration and Narrative Compositional Forms 
in a Literary Text

Types o f  
N arration
N arra tive

composition  
n a l fo r m s  1

A u th o r ’s Speech C haracter’s Speech M ix e d  T ypes

Narrative
proper

Description

(appearance, 
landscape 

and nature, 
interior)

1* person

focusing on the narrator 
another being his

character own pro-
(observer) tagonist

Dialogue

3*  person
(the omnis­
cient, om­
nipotent 
author)

3rd person
(anonymous)

Uttered
Speech

say, utter,

reply, e x ­
claim, shout, 

cry, yell,
I gasp, babble, 

chuckle, 
murmur, 
sigh, call, 

beg, implore, 
com fort, 

assure, ad­
mit, etc.

Dramatic
Monologue

he author’s 
position

the narra­

Argumen­ the author’s

tor’s posi­
tion

tation nosition

<................

the narra­
tor’s posi­

tion

Interior
Speech

(1st person 
pronouns, 
language, 

idiosyncrasi 
es of the 

character) 
think, m edi­

tate, fe e l, 
occur, won­
der, ask, tell 
oneself, un­

derstand

Short in­
sets o f inte­
rior speech

Indirect Speech

(tense forms are shifted to the 
past, 3rd person pronouns, inter­
rogative word-order is inverted) 

say, utter, declare, reply, exclaim, 
shout, cry, yell, gasp, babble, 

chuckle, m urm ur, sigh, call, beg, 
implore, com fort, assure, protest, 

object, com m and, adm it, etc.

Represented
(Reported)

Speech

Uttered  
косвенно- 

примая речь 
(гфоизнесе1ша 
, я несобствен­

но-прямая  
речь) 

(past tense 
forms, 3rd per­
son pronouns, 
interrogative 
word-order, 

colloquial 
expressions) 
nile, say, ask

Inner
изображенная

речь
(внутренняя

IICCOOCTBCIIIIO-

нрямая речь)
(past tense, 3rd 

person pro­
nouns, inter­

rogative word- 
order, collo­
quial expres­

sions, elliptical 
sentences, 

breaks, excla­
mations, one- 
member sen­
tences) think, 

m editate, won­
der, ask, tell 

oneself
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W ords and expressions to be used in a linguo-stylistic analysis

The analysis is fo cu sed  on
a w ork (piece) o f  imaginative literature 
a w ork (piece) o f  verbal art 
a literary piece (text, work) 
a w ork o f  an outstanding writer 
a piece o f  English (American) narrative prose 
a  short story, a poem 
a piece o f  poetry (drama) 
an extract from a novel by 
a truly talented w ork o f  imaginative literature

The pu rpose o f  the analysis is
to grasp the thought that is imaginatively expressed
to consider the properties o f the literary work
to perceive the realm  o f  the literary work
to appreciate the poetic content o f the work
to penetrate into the subtleties o f the literary work
to becom e aw are o f  the intrinsic properties o f the literary work
to develop a m ore appreciative approach to reading

A work o f  im aginative literature
to present the epoch and social/cultural settings (un)familiar to the reader 
to be a product o f  the author’s imagination 
to be based on objective reality
to be a fragm ent o f  reality arranged in accordance with the author’s vision 
to represent a life situation
to emerge as a result o f  the author’s interpretation (perception o f  the world) 
to constitute a unity o f content and form

The author an d  his viewpoint
the author (narrator, protagonist, story-teller, creator) 
to act as an observer 
to be an active participant o f  the drama 
to create a unique and complete world o f ...
It is objective reality that feeds the author’s imagination, 
to recreate objective reality in the form of images 
to draw images from reality 
to be guided by one’s own vision of the world 
to express one’s attitude towards the world
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to impart (transmit, convey) one’s vision o f the world to the reader
to have a particular kind o f reader in mind
to expect the reader to share and adopt certain attitude
to be presented in a non-committal, seemingly impersonal way
to be obviously expressed
to be the organizing axis o f the literary work

The character
the central (main) character (personage, protagonist)
to be manifold
to see the image o f
to focus on the image of
to contain no direct hint o f  the true nature o f ...

The them e and the idea
to be disclosed in the representation of...
to pertain to the expression o f the idea
to emerge out o f an interplay o f the surface and inner layers
to constitute the symbolic layer o f the story
to be integrated with other by-themes
to alternate with rival themes
to be linked together to present a unity
to add a nuance to the idea expressed in the plot
to em brace themes ranging from ... to ...

The em ploym ent o f  the principles o f  poetic structure cohesion  
to be explicit (to find a manifestation) in the literary work under discussion 
to depict (convey, portray) the image o f ... by carefully selected details 
to indirectly suggest the image o f ...
to select (single out, pick out) the most characteristic features o f ...
to be incompletely represented
to gap (omit) certain fragments o f the whole
to be guided by detail in appreciation of certain image
to give an idea o f the character’s attitude to ...
to juxtapose the images o f the characters
to reveal good and evil (the beautiful and the ugly, the just and the unjust) by 

means o f  juxtaposition 
to be the organizing axis o f poetic structure
to convey the message by a contrast o f the two main characters (through the an­

tithesis o f ...)  
to depict the characters as antipodes
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Plot structure and its elements
to be well-organized
to be oddly (confusedly) organized
the outward disunity between the elements o f the plot
to set the story amidst nature
to lay out the necessary preliminaries to the action
to represent the beginning o f the collision
to be the highest point o f the action
to bring the action to an end
to begin straight with the action
to be built upon one collision
the action develops dramatically
the sequence o f  events forms an ascending line from the exposition on to the cli­

max and down to the denouement 
to show the dram a o f the character’s inner world 
the action is dynamic (less dynamic) 
the elements o f  the plot are not clearly discernible 
the plot is eventless
to condition the specific composition and plot structure 

Literary tim e
to narrate the events as they occur
to speak o f  the events retrospectively (prospectively)
to re-create the events
to bring the events to light from the past
to m editate over the events
to present split time sequence
the time perspective is twisted or altogether lost

Types o f  narration and narrative com positional form s
narration (clear, consistent, temporally and thematically confused, distorted, min­

gled) 
to be focused on
to be narrated as seen by different characters 
to narrate the events as one sees them 
to report the happenings 
to offer different angles o f perception o f ...
to supply he reader with direct infonnation about the author’s preferences and 

objections, beliefs and contradictions 
to serve as the major source o f shaping up the author’s image 
to make the writing more plausible
to impress the reader with the effect of authenticity o f the described events
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to entrust some fictitious character with the task o f  story-telling 
to hide behind the figure o f the narrator
to present all the events o f the story from the narrator’s viewpoint 
to emerge sporadically in the narrative w ith one’s own considerations 
to reinforce (contradict) the narrator’s considerations 
to loom above the narrator’s image 
to arrange the pros and contras of the problem 
to be the true and actual creator o f
to be responsible for all the views and evaluations of the text 
to be carried out (done) in the first (third) person 
to have no direct relation to the people described 
to be anonymous
to express one’s mind in the form of uttered speech 
to expose oneself
to be the form o f the personage’s self-characterization 
to peep into the inner world of the character
to present immediate mental and emotional reactions o f the personage 
to be the imaginative reflection of mental processes 
to portray the disjointed purely associative manner o f thinking 
to be the peculiar blend o f the viewpoints and language spheres o f  both the author 

and the character
to supply the details o f the appearance o f people and tilings in the book, o f the 

place and time o f  action 
to represent the atmosphere and the scenery o f a literary work 
to offer causes and effects o f the personage’s behaviour 
to present considerations about moral, ethical, ideological issues 
to intermingle within the boundaries o f the paragraph

The tendency in word-choice
an involved interplay o f denotative and connotative meanings 
to acquire a variety o f  connotative effects 
to acquire a special poetic meaningfulness 
to create the rhythm
to be a means o f  creation humorous effects 
to prove tiresome (boring) and difficult to follow 
to make easy reading and provide good entertainment 
to u s e  in reference to someone
to suggest the character’s social, educational, cultural, professional, territorial, 

etc. background 
to be suggestive o f  the speaker’s social status 
to suggest an image o f ...
to characterize the speaker as uncultured and uneducated (as an intellectual)
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to present an involved case o f direct (indirect) speech characterization
to bear an imprint o f  the character’s manner o f speaking
to harmonize with the image o f ...
to bear national idiosyncrasies (idiomaticity)
to carry a strong flavour o f the locality
to convey the flavour of the epoch by the employment o f ...
to be suggestive o f the atmosphere of the passage
to use common, simple and exact vocabulary
to mark the message as informal (=non-official, conversational, plain, undeco­

rated, etc.)
to employ literary vocabulary (=leamed, bookish, high-flown words) 
to tint the writing as formal (ponderous,- embellished, flowery, etc.) 
to contribute to the message the tone o f solemnity (sophistication, seriousness, 

gravity, leamedness)

The im pact o f  the story on the reader
to affect (influence) the reader
to stir up the reader’s interest
to make the reader strain his perceptive abilities
to produce a long-lasting effect on the reader
to reach the reader’s intellect and emotions
to have great appeal for the reader
to be o f  social significance and educational value
to share the author’s aesthetic world
to become a sort o f  a co-creator
to make reading an aesthetic pleasure
to profit by (from) reading the book
to derive great aesthetic pleasure out o f reading imaginative literature
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